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THERE ARE A LOT
OF WAYS TO BUILD

A RECEIVER THAT SELLS
FOR UNDER$400. ‘
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YOU CAN
LEAVE OUT
DUAL WATTAGE
METERS LIKE
MARANTZ DID.
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YOU CAN INSTALL

AN INEXPENSIVE
PRESS BOARD BOTTOM
LIKE TECHNICS DID.
INSTEAD OF

A METAL ONE.

e

YOU CAN USE

A CONVENTIONAL POWER
AMPLIFIER LIKE
KENWOOD DID.
INSTEAD OF
AN ADVANCED
DC AMPLIFIER.




Love that
SOUND!

Love that

PRICE!
5

%

This sparkling new design combines in its
advanced open-audio construction every-
thing desirable in a headset. So light and
comfortable over long listening periods.
Amazingly pure sound, with an extended fre-
quency response over the range from 20 Hz
to 20 kHz. Special adapter plug permits you
to connect with portable radios, records and
tv sets. It's a real love match.

Love that

LOOK!

Stanton's newest headset...

» DYNAPHASE 35

(MADE IN U.S.A))

Hear them at your nearest Stanton dealer, or
for further information
write to Stanton Magnetics,
Terminal Drive, Plainview,

N.Y. 11803.

© Stanton Magnetics, Inc. 1978

This new Stanton advertisement will appear in major consumer publications.
CIRCLE 54 ON PAGE 141
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Schubert: A Quintet

November 19 marks Schubert’s sesquicentennial deathday. While it
may at first seem a bit ghoulish to celebrate such an event, as musicians
and musical organizations have been doing all year, any excuse to
draw more attention to Schubert's music must be commended. Yet
who can think of what is being commemorated without feeling the
profoundest sadness? Schubert was barely out of his twenties when
the flood of his creativity was stemmed.

We note the anniversary this month with David Hamilton's explor-
ation of a single Schubert song. David examines “Im Friihling” much
as a doctor would perform a biopsy, with an eye to what it reveals
about the whole body of Schubert's work and his special genius.

I too would like to call your attention to a Schubert work, possibly
the most gorgeous piece of music ever composed, and one [ am always
surprised to discover is unfamiliar to many music lovers: the C major
Quintet. It is a favorite among chamber music enthusiasts, and a string
player need only pass the word around that “I've got the music and a
second cellist” to be assured of a gathering of his colleagues. Arthur
Rubinstein once expressed the hope that it would be played for him
while he is dying, so as to ease his way into heaven. And, like that other
C major masterpiece, the “Great” Symphony, written at about the
same time, it illustrates Schumann's famous dictum on Schubert’s
“heavenly length.”

Imagine Schubert creating one of the most exciting, rhythmicaily
impulsive opening movements in all chamber music—all right, make
that all music—a movement that also contains the most romantically
luscious tune ever penned for achamber music work. Then imagine his
topping it with a second movement even more beautiful, and you have
some idea of the special place this two-cello quintet has in chamber
music circles.

It begins allegro, but only the players feel that lively puise, since the
listener just hears measure-long chords. Schubert gradually lets you
become aware of the tempo, then, suddenly, the music bursts into a
frenzy of excitement. This passion spent, we come to the Tune, inevita-
bly introduced by two instruments attacking the same note only to
melt away from each other to expose a duet. For the Tune is really the
Duet, and when it is first played by the cellos one realizes why the
quintet calls for its unusual scoring.

The second movement, which must have been what Rubinstein had
in mind, is, unbelievably, even more gorgeous than the Duet. Like the
first movement, it begins with the basic tempo veiled, only this time it
sounds faster than it turns out to be. You hear a leisurely dialogue be-
tween a violin and a plucked cello accompanied by a long-held chord
in the background. After as much as a quarter of a minute (depending
on the performance), the chord moves and you start to be aware that
that is the melody, long, lush, and very slow. The canvas, as it were,
has turned into the painting. The third movement, with its twentieth-
century harmonies, and the gypsy dance finale are as inspired as the
first two movements.

Someday I hope to hear a totally satisfying recording. My main dis-
appointment comes in the final movement, where the gypsy quality is
almost always lost. I was spoiled by once hearing a performance with
the Pro Arte Quartet, during the Rudolf Kolisch era, in which the play-
ers hesitated slightly before selective downbeats and prolonged selec-
tive second beats, thus rendering the movement a wildly dancing cli-
max to the great quintet. That said, [ have enjoyed the Amadeus on DG
and the Guarneri on RCA, among those currently available; Shirley
Fleming has praised the Juilliard (on Columbia) in these pages.

As a matter of fact, I have enjoyed, and can recommend, every
recording of the work. For the music it contains.
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Peiformance this good really isn’t new from Technics.

&
In fact, after all these years it’s what you expect. I eChnlCS

Wow and Flutter Frequency Response S/N Ratio .
+
0.06% WRMS 30 Hz-17 kHz 67 dB Dolby* n
Cr0 tape

*Dolby 1s a trademark of Dolby Laboratories, Inc.

Neither is the way Technics RS-631 keeps music on
pitch despite load, temperature and AC line fluctuations.
Its secret is a frequency generator DC motor with the
same type of speed control system used in many
Technics turntables.

Your'll also get an extended high-end frequency re-
sponse that's virtually free from tape hiss as well as
distortion. The reasons: Our patented HPF head,
our low-noise, premium-grade transistors and Dolby NR.

So you can spend more time listening and less time
fidgeting, Technics RS-631 gives you controls and fea-
tures to match its performance. Like memory Auto- Play
and rewind Auto-Play. They mean the RS-631 will auto-
matically rewind to the beginning of the tape, or to any
preselected spot, and then play it back automatically.
There’s also a timer standby mechanism for both
unattended recording and playback with a timer {not
included]). The RS-631 also gives you the added con-
venience of vertical drive. So not only is it easy to load,
it's also easy to see when your tape supply is running
low. While a removable oil-damped door makes head
cleaning and demagnetizing a simple job, instead of a
difficult one.

There’s even more. Like separate bias and equaliza-
tion selectors, with three positions for each. Sensitive
VU meters plus three LED peak indicators graduated
in 3 dB steps. Mike/line mixing. And cue and review.
All in a'simulated wood cabinet.

The RS-631. With all those controls, your perform-
ance will match ours.

While the specs show how well
the Technics RS-631 performs, its controls
show how well you'll perform.
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R3C Receiver : Start out on the right receiver.

If you’re about to build a super hi-fi system, you need a
strong start. We recommend the R3C.

Preamp, amp and AM/FM tuner. It’s all the electronics
you need in one compact, self-contained unit.

And it has features normally associated with
receivers twice the price.

Examples: Loudness compensation to let you hear
full bass and highs at low volume. Separate tuning and
signal strength meters. They virtually guarantee
perfectly accurate tuning.

R3C. For a great system, start here.

* 30 Watts RMSt per channel @ 8 Ohms from
20Hz to 20kHz with less than 0.09% Total
Harmonic Distortion.

* Separate signal strength & center of
channel meters for precise tuning.

e Full low & high frequency loudness
compensation.

¢ A low filter for rumble protection.

e Suggested Price* — $335.00

T3U Tuner : The tuner that's accurate. In it’s own quiet way.

An extremely wide, linear dial scale makes perfectly accu-
rate tuning of FM stations as easy as a flick of the wrist.
Then once you get there, a steep quieting slope makes
surenothing comes through but the station. FM muting plus
hi-blend for low noise make sure there’s no doubt about it.
A tuning meter helps you visually to achieve the
perfect center of the channel. You’ll see signal strength.
Not just hear it.
T3U. Useit with the integrated amp and you have a
super high quality electronic system.

¢ Linear tuning scale for precise tuning.

* Steep quieting with 37.3 dBf (40 microvolt)
sensitivity for 50dB S/N.

¢ Linear phase filters for excellent separa-
tion — 45dB @ 1kHz.

* FET input for low overload & high
sensitivity 10.3dBf (1.8 microvolt).

e Suggested Price* — $275.00

C3A Integrated Amplifier : The amazing, effortless, integrated amp.

An amp and preamp all in one.

Most integrated amps pick one thing and do it pretty
well. Well, that’s not enough for the C3A.

It can handle two tape recorders, with the ability to
dub from either one to the other.

But it’s not just flexible. It’s easy. Extra large, stepped
volume control provides precise, graduated adjustment.
Front panel headphone jack makes private listening
simple.

There’s even an audio muting capability to adjust the
amp to varying efficiencies of speakers.

C3A.Itcandoanything you can do.

e 50 Watts RMS+ per channel @ 8 Ohms from
20Hz to 20kHz with no more than 0.05%
Total Harmonic Distortion.

* Provisions for 2 tape recorders with full
tape dubbing.

e Full high & low frequency loudness
compensation.

® 40 Step attenuator-type volume control.

* Suggested Price” — $325.00

C3D Cassette Deck: The cassette deck with a mind of its own.

What'’s gotten into the C3D ? A microcomputer chip.

A chip that will prevent you from accidentally
misusing the controls, and from stretching or tearing
tape. A chip with a memory for finding a predesignated
spot on a cassette. It’s full, solenoid-operated logic control.

There’s more : Dolby** noise reduction, switches for
maximum utilization of latest tape formulations, and
optional accessory remote control.

The C3D. What a mind.

* 30-18kHz linear response within +3dB.
e Full-logic tape control system.

¢ DC-Servo motor for low wow/flutter —
less than 0.06%.

e 3 Step Bias & EQ switches.
e Suggested Price™ — $400.00

Please send more information on the new
SAE TWO by SAE

Name

Address —

City — —_State -

— A =

Scientific Audio Electronics, Inc.
P. O. Box 60271, Terminal Annex, Los Angeles, Ca. 90060

=

* Dealer will determine actual price.

** Dolby & Dolby Systems are Registered Trademarks of Dolby Labs, Inc.

+ Per FTC Standards.
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B-1-C INTRODUCES

THE TWO SPEED

- CASSETTE DECK

17/8 ips for compatibility: 334 ips for extraordinary performance.

Recording engineers
recognize that the way to
obtain more professional
results is to increase the
speed at which tape is moved
past the heads.

Until now, all conventional
cassette decks have recorded
and played back at 17 inches
per second only. The new B-1-C
tape decks do this...superbly.
When used at 17& ips, they
exceed virtually every existing
performance spec. At 33 ips,
they establish new standards.

This faster tape speed
results in dramatic improve-
ments in frequency response,
dynamic range, signal-to-
noise, and wow and flutter.

It also provides much quicker

rewind and fast forward times,___ ¢ '
~Jmportant, these improve-

automatically at either speed.
As an example, consider
the model T-3's 3% ips specs.

Performance unheard of

in any other cassette deck.
Guaranteed frequency re-
sponse of at least 25-22,000
hz + 3 dB. Wow and flutter
less than .035% WRMS. Total
harmonic distortion below
1.5%. Signal-to-noise ratio
betterthan 67 dB
(A-weighted).

To achieve these new
performance standards we
used a fresh approach to the
electronics. The result—a
groug of new circuitry con-
cepts which we have named
“Brozdband Electronics.”
These circuitry concepts
lower residual noise and
distortion. They enhance
frequency response and
stereo imaging. And - most

ments are audible at either

speed on all B-|-C tape decks.

CIRCLE 14 ON PAGE 1

The result is scund that
is cleaner and more detailed
than you have ever neard from
cassette tape.

There are three B-|-C
cassette decks, frcm the “no
frills" Model T-1 at under
$300, to the 3-head, dual
cepstanT-3...a | at prices
ycu'd expect to pay for an
ondinary one speed machine.

For e free 24-page
brochure, see your B-1-C
dealer or write B-1-C|Avnet,
Westbury, N.Y. 11590.

Twice the speed.
Twice the versatility.
Twice the performznce.

THE NEW B-I-C
TWO-SPEED
CASSETTE DECK.




We didn't have to make a better2 track
fhan our RS-1500 SO we made a 4 track.

Infroducing the RS1506.

Ingenuity is truly rare. Repeated ingenuity is true
genius. Like the Technics 4-track RS -1506. It o-fers
twice the program time of our 2-track RS -1500.

It also offers the award-winning RS-150C’s
“Isolated Loop” tape transport with a quartz-locked,
phase-controlled, direct-drive capstan.

By isolating the tcpe from external influences
we minimized tape tension to a constant 80 mgs.
Providing extremely stable tape transport anc low
head wear. While reducing modulation noise and
wow and flutter to a point where they are barely
measurable on conventional laboratory equipment.

Electronically, too, Technics RS-1506 provides
the same level of professional control as its
predecessor. A separate microphone amplifier.
Mixing amplifier. And separate three-position bias
equalization switches. While IC full-logic function
permits absolute freedom in switching modes.

Also available is an optional full-feature infrared
wireless remote control (RP-070). It lets you operate

all transport functions and record from up to 20 feet.
For the same performance as the RS -1506 with
the conveniznce of auto reverse, there’s the RS -1700.
Compare specificatians. Even with the best 2-track
decks. TRACK SYSTEM: 4-track, 2-channel recording,
playback amd erase. 2-track, 2-channe! playback
4-head system. FREQ. RESP.: 30-30,000Hz, =3dB
(—10dB rec. level) at 15ips. WOW & FLUTTER: 0.018%
WRMS at 15ips.S/N RATIO: 57dB (NAB weighted)
at 15ips. SEFARATION: Greater than 50dB. RISE TIME:
0.7 secs. SPEED DEVIATION: = 0.1% with 1.0 or
1.5mil tape at 15ips. SPEED FLUCT.: 0.05% with 1.0 or
1.5mil tape at 15ips. PITCH CONTROL: *+6%.
Technics 4-track RS-1506 and auto-reverse
RS-1700. A rare combinat on of audio technology.
A new stancard cf audio excellence.

Technics

Professionai Series
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COMING NEXT MONTH

Now that the weather's forcing you to
keep the windows of your auto rolled
up, and road conditions will soon turn
those easy-hour's jaunts into two-hour
bores, don't you think you should con-
sider improving the sonic quality of
your mobile audio equipment? In De-
cember, Bob Angus details the explo-
sion of Separates for the Car, as more
and more leading manufacturers make
available for auto installation compo-
nents of a kind formerly confined to the
living room. And he provides pointers
for protection against theft as well. We
unveil the winners of the International
Record Critics Awards for the Best Rec-
ords of 1978, too. Bernard Jacobson
probes the fertile mind of the Metropoli-
tan Opera's young music director in
James Levine on Mozart and Verdi. In
BACKBEAT, Bruce Pollock delves into
The Remarkable Reunion of Peter, Paul
and Mary, Richard Pietschmann tries
to fathom The American Song Festival,
and our regular critics look at new al-
bums by Linda Ronstadt, Heart and
others.

SOLUTION TO HIFI-CROSTIC NO. 39
GORDON JACQBS: How to Read a Score

Beethoven's scores were terrible to read,
while Wagner's were models of calligra-
phy. A composer who really knows his job
should be sufficiently sure of what he wants
to be able to write a fair copy without any
erasures to speak of.

ADVERTISING
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e How close can
hi-fi get to an
authentic musical experience?

Slip on new Audio-Technica
Stereophones and
® hear for yourself.

If ycu want to find out how good the new Audio-Technica
Stereophones really are, don’t just compare them with
other headphones. Put them up against the very finest
speaxer systems. But don’t just listen to the equipment.
Listen to the music. And be ready for a surprise!

Judged on the basis of flatness of response, freedom
from distortion, trarsient response, sensitivity, and
indesendence from room acoustics, these new dynamic and
electret condenser models are perceptibly better sounding
than speaker systems costing hundreds of dollars more.

And if you think that great performance can only
comz from heavy, bulky stereophones, get ready for another
surprise. Our heaviest model is less than 7% ozs. and our
lightest is an incredible 4% ounces light. Comfort that
lasts an entire operz if you wish.

For all the facts, send for our catalog. But for the
revealing truth about stereophone performance, listen and
compare at your nearby Audio-Technica showroom.

It will be a great musical experience.

Model ATH-7
QOur finest Electret Condeser The moving coil dynamic stereo-
with LED peak level indicators hone that weighs just 4% oz.
$14¢.95 29.35

@audio-technica?

INNOVATION o PRECIEION O INTEGRITY

Model ATH-1

AUDIO-TECHNICA U.S., INC., Dept.118H,33 Shiawassee Avenue, Fairlawn, Ohio 44313
Available in Canada from Superioi Electronics, inc.






AreYour Speakers Still
Driving A Rattle Irap?

We've eliminated one of
the greatest sources of speaker
distortion. The conventional
paper cone.

We replaced it with an
aluminum honeycomb core.
Then we coated it with a glass
fiber reinforced skin. And
the result was music to our
ears. For the first time, we
had sound reproduction free
of unwanted vibration.

The greatest single im-
provement of this design is in
the quality of bass response.
It not only extends it, but
makes it more powerful by
freeing it from spurious
vibrations.

This improvement is only
possible because of the in-
credible combination of both
lightness and rigidity of the

honeycomb material. With it,
weve achieved a level of
performance that no conven-
tional paper cone can match.

At that point, it would
have been easy to quit. The
sound sounded perfect to a
lot of people. But not to us.
So, we coupled our new cone
with our patented FN iron
ring. And there went 20 dB of
magnetic distortion.

Next we went to work on
the cabinet. We eliminated

the negative effect of sound
diffraction at and around the
speaker frames by mounting
them flush, with the baffle
surface flat to the edge of the
cabinet. Finally, we had the
sound just where we wanted it.

Then, we surrounded our
speakers with hand-rubbed
walnut and a black, semi-
transparent grille. So, their
look is now every bit as
impressive as the sound they
produce.

Our new Honeycomb
Speaker Line is thought to be
the most perfect way to repro-
duce perfect sound.

It ought to be. We've been
driving toward perfection
for a long time.

KX MITSUBISHI

AUDIO SYSTEMS

Mitsubishi’s Honeycomb Speakers. MS-10 10" 2-Way Bookshelf. MS-20 12" 2-Way Bookshelf. MS-30 12" 3-Way Bookshelf.
For more information write Melco Sales, Inc., Dept. HE 3030 East Victoria Street, Compton, California 90221
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Itsounds ;
like music

An incredibly solid 30 Hz
low end gives you bass
response not found in any
other speaker of this size.
This is clean bass. Itisn't
phony. There Is no*hump™
around 80 Hz to give the
impression of bass when
there really isn't any. What's
on your source material is
what you're going to hear -
accurately.

There is no sacrifice at the
high end either. Both
front and rear-firing
tweeters give you the
uniform total acoustic
power output that takes
you into a “live-music”
environment.

When you buy your next
pair of speakers, do your-
self a favor — audition the
Interface:B’s. If your criteria
is musical accuracy, the
Interface:B’s are what
you'll buy.

Ey

Eleclroloice’
a gulton company

600 Cecil Street
Buchanan, Michigan 49107

rface

e

t
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The “English” Piaf

Many thanks for Gene Lees's thoughtful
and provocative review of Peters Inter-
national’s release of the Piaf 1957 Carnegie
Hall concert disc [September]. It's an index
of Piaf’s genius that critics probably will
continue to argue about her for at least an-
other generation; it's an index of Lees's gen-
ius that, in getting readers to think about
his subjects, he tends to turn whatever con-
troversy is engendered toward himself.
And my first impulse is to argue with him,
despite the manifest truth of much what he
has to say.

Obviously the question of translations is
a vital one for the absorption of chan-
sonnette frangaise by an English-speaking
audience. Piaf never found an adequate an-
swer. Aside from the inherent problem of
linguistics, her approach to the English ver-
sions often suggested a totally different per-
sona: sentimental and often extremely
corny (to that extent, the Time critic was
right), whereas that for the original had
been wiry, vulnerable, and bitter.

Even Johnny Mercer inflicted this trans-
position of values on “Les Feuilles mortes”
to some extent. It is easy to agree with Lees
that Mercer did an exceptional job with
“Autumn Leaves,” but his lyric can't ap-
proach the Prévert original. Seldom has a
poet of Prévert’s talents produced such a
large corpus of popular song. It's interesting
to note that “Les Feuilles mortes” was writ-
ten for a film called Les Portes de la nuijt
which I'm told was to have starred Yves
Montand and Marlene Dietrich. Montand
appeared in it, but—the story goes—negotia-
tions for Dietrich fell through. If they had
not, Prévert’s work might have been more
familiar to more Americans sooner than it
was. But, again, one wonders how the prob-
lem of translations might have compro-
mised the film here as it compromised both
Dietrich—in such essentially untranslatable
songs as “Ich bin von Kopf bis Fuss auf
Liebe eingestellt” (“Falling in Love
Again")—and Piaf.

Part of the difficulty is cultural and eco-
nomic. It seems that, in the brains of even
the most creative American songwriters,
some residual consciousness is always
pointing out the commercial potential of
lyrics that can be embraced as “our song”
by millions of couples. Even in musical
comedy, where one character is singing to
another in a particular context, the over-
whelming emphasis has been on the univer-
sally adaptable lyric. Smoke can get in any-
one's eyes.

And that approach deeply colors Piaf’s
English translations, though it has little if
anything to do with the chonsonnette tradi-
tion in general or Piaf’s French repertoire in
particular. Among the great French per-
formers—Y vette Guilbert, Mistinguett, Piaf,
and even Trenet, Henri Salvador, and Mon-
tand (Charles Aznavour's distinction be-
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tween male and female singers, as quoted
by Lees, is a point well taken)—the empha-
sis is on the communication of a specific in-
ner perception by the performer to the lis-
tener. Specificness, not generalization.

While anybody can associate with June/
moon/spoon, Piaf's characters seldom can
find a similar resonance in appreciable
numbers of listeners, for all the songs' vari-
ety. There is the good girl who bitterly en-
vies the life of the kept woman across the
street. There is the woman who still yearns
for her Legionnaire who “smelled of hot
sand.” There is the schoolgirl who dreamed
of being followed home by some dashing
rake, only to discover that the footsteps be-
hind her are those of a dirty old man. There
is the tale of Mr. Lenoble and what he
thinks of as he turns on the gas and gradu-
ally drifts into oblivion after his wife has
run off with a young artist. There is that of
the dance hall girl who has let herself get
hung up on a no-good customer whom all
her friends have warned her of. Nothing
comparable exists in American popular
music (not even “Ten Cents a Dance” really
comes close)—perhaps not in the popular
music of any other part of the world. With
the possible exception of ““La Vie en rose”
(which was said to be considered as an “‘our
song” by gays in some places), Piaf’s French
songs never sought or achieved the sort of
generalization that her English versions of-
ten affected—perhaps in deference to what
she considered to be American taste.

The curious thing is that rock, at which
Lees takes a swipe at the end of the Piaf re-
view, is one area where some elements of
this French specificness can be said to have
tinctured American music. While the “story
song” has moved from country into rock,
most examples tend to be far broader and
less specific than Piaf's. But at least many
of the lyrics address themselves to specific
segments of the listening population. One
reason rock has been so powerful a force is
precisely because it emphasizes the values
of one generation and rejects those of the
previous one, whether the issue be Viet-
nam, marijuana, or lovemaking. June/
moon/spoon was for all generations—for
Master and Miss Middle America as well as
their parents and grandparents. To that ex-
tent, rock shares with Aznavour the dis-
tinction of maintaining (at least partially)
the values of which Piaf was the apo-
theosis.

P. McCallum
Rockville, Md.

Dolby FM

A number of points in John Higdon and Ste-
phen Waldee's letter about Dolby FM
broadcasting [August] require some clari-
fication. We do not regard (and, to our
knowledge, neither does Orban) the Dolby
FM process competitive with or an alterna-
tive to devices like the Optimod. We agree
that there is a handful of devices (includ-
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TEAC A-6600

AUTOMATIC REVERSE

Wow & Flutter 0.05% (7% 1ps}
Signal-lo-noize Ratio: (3% THD, Wid.): 65dB
Frequency Rasponse: & 3dB (Hi-Energy Tape):  30-24k (7% ips)

The A-6600 isn’t the only auto-reverse deck.
It’s only the best.

Or to put it another way, the A-6600is  is an extra feature you'll love. When you
one-of-a-kind. Pericd.  stop the deck between selections, you can
Sure, there are other decks that automatically add approximately
reverse automatically. But the dfad TEAC 3 to 10 seconds of quiet space,
A-6600's three-motor transport /- . ‘ ) o A\, so you're all cued up for the
system was developed specifi ‘ ‘ next selection.
cally for bi-directional play; two i You can monitor tape or source
capstans pull the tape, one for signals either pre or post output
each direction. Naturally, there's a level, setting, and you don't have
heavy-duty servo-controlled DC to reverse the deck to hear if there's
capstan motor to provide smooth, music on the other tracks.
precise tape movement. Clearly, the A-6600 is not just a
And just like a professional mixer, “convenience” machine for people
there are master gain controls for who don't want to get up 1o flop
both mic and line inputs, plus sep- reels. It's a professional-quality
arate left and right channel input computer-designed tape recording
level controls. and play back deck, which happens
When you're taping from the radio to also play both ways automatically.
or records, the "Auto-Space” feature Truly, one-of-a kind.

06 06 sce

()

TEAC.

First. Because they last.
TEAC Corporation of America » 7733 Telegraph Road ¢ Montebello, CA 90640



Introducing home stereo

The Jensen R430 Receive
Just one of six all-new car
stereo receivers from
Jensen.

Individual Bass &
Treble Controls

Volume.

Unique Cassette Door/
Tuner Dial.

Accepts entire cassette
firmly into unit; large, easy-
to-read tuner scale.

Automatic Tape Alarm.
Reminds you to remove
cassette to prevent damage
to pinch roller and capstan
(a major cause of wow and
flutter). Program lights
flash, speakers beep when
ignition is turned off.

Power Amplifier.
Separate power amp
installs in trunk. Provides
up to 60 watts of Total
System Power.

Bi-Amplification?
Divides and sends correct
frequencies and power
levels to respective drivers
through four separate
amps (2 for highs and 2

“ VOLUME

O BASS @ TREBLE

for lows).

At long last...Jensen introduces
the Stereo Receiver for your car.
Indash.

Monitor-quality FM broadcasts
with superior sensitivity and pin-
point selectivity...from an FM
multiplex section designed to the
same exacting specifications as your
favorite home receiver.

Cassette Fast
Forward/Rewind.

Y 88 82 96
LOG bl LB IBItIIBIITIBIIL
A NSt an

Loudness:

Recaptures all the bass that
can disappear at low volume
levels.

The Jensen Car

At the very heart of Jensen’s
Stereo Receiver can be found four
independent, direct-coupled
amplifier sections —two for each
channel —delivering ample amounts
of clean power over an incredibly
wide dynamic range.

Several models even boast the
electronic sophistication of biamplifi-
cation. This advanced circuitry
programs each of the receiver
amplifiers to individually drive high

and low frequencies of each stereo
channel — minimizing distortion and
increasing peak power levels. For an
impact, detail and transparency you
never thought your car speakers
capable of.

And just listen to the revelation
of wide range signals stored in your
favorite tapes...and encoded FM
stereo broadcasts...through the



receivers for your car.

& TUNING

R O FADER @ BALANCE

=~ . Fader.
100 104 108 MHz Adjusts sound level between

NN FRRNR RUENN NENEN NERE ) Kol { front and back speakers.
BTATATE () ALY ) T

Balance.
o © ' . 4 Adjusts sound level between
! | ' — right and left speakers.

!
f— "

Tuning.

@

Tuner.

Separate Tuner On/Off

s TR retains pre-set volume level,
eliminates radio blast when
tape is removed.

© ®©@ O

™ Local/Distance.

“Local” mode offers inter-
ference-free local FM
reception; “Distance” mode
maximizes sensitivity for
better long distance
reception.

Dolby®* Noise Reduction. Muting. FM/AM.

Processes out tape hiss on Eliminates inter-station Feather-touch electronic

Dolby-encoded tapes, noise when changing switching.

improves dynamic range of stations.

Dolby-encoded FM

broadcasts.

s R i
uncanny quiet background of a you to eject an engaged tape when that invented the loudspeaker. And
Dolby®" Noise Reduction System. the ignition is turned off. the Triaxial® And now the Jensen

Feather-touch electronic These are some of the features  Receiver.

switching puts the Jensen Receiver  that have created a distinct new For a free color catalog write:

through its sophisticated paces: category: Car Stereo Receiver
Loudness, switchable Interstation Three models with Cassette and JENSEN
Muting, Tuner On/Off, Dolby, and three with Eight-Track. All worthy

Local/Distant reception. Indepen- of the Jensen name. SOUND LABORATORIES
dent bass and treble controls offer Anything less just wouldn’t do. Division of Pemcor, Inc.
complete tone curve flexibility And ~ Not from the design laboratories ﬁﬁﬁ?pgﬂ‘tﬁifoﬁgk&%ﬁ

a unique tape alarm even reminds
2*“Dolby” and “Dolby System" are Trademarks of Dolby Laboratories, Inc.
*Triax and Triaxial are registered Trademarks identifying the 3-way car speakers of densen Sound Laboratories, Division of Pemcor, Inc.

ville, and La Fille de Mad Angot. Thes
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e Where should
you start in your
search for better sound?

At the beginning. With
® anew Audio-Technica

Dual Magnet" stereo phono cartridge.

Our ATI2XE, for instance. Tracking smoothly at

I to 1-3/4 grams, depending on your record player. Delivers
smooth, peak-free response from 15 Hz to 28,000 Hz
(better than most speakers available). With a minimum
24 dB of honest stereo separation at important mid
frequencies, and 18 dB minimum separation even at the
standard high-frequency 10 kHz test point. At Jjust $65
suggested list price, it’s

an outstanding value

in these days of

inflated prices.

Audio-Technica
cartridges have been
widely-acclaimed for
their great sound, and
for good reason. Our unique, patented* Dual Magnet
construction provides a separate magnetic system for each
stereo channel. A concept that insures excellent stereo
separation, while lowering magnet mass. And the ATI2XE
features a tiny 0.3 x 0.7-mil nude-mounted elliptical diamond
stylus on a thin-wall cantilever to further reduce moving
mass where it counts. Each cartridge is individually
o assembled and tested to meet or
FOUR COILS S 1= ]  exceed our rigid performance
Koustuins BE standards. As a result, the
SEHER == ATI2XE is one of the great
POLE N7 bargains of modern technology
...and a significant head start
toward more beautiful sound.
Listen carefully at your
Audio-Technica
dealer’s today.

THIN WALL
CANTILEVER —
*U.S. Pat. Nos.
3,720,796 and NUDE-MOUNTED
0.3% 0.7-MIL .
3,761,647 ELLIPTICAL STYLUS —

‘audio-technica@

INNOVATION o PRECISION o INTEGRITY

AUDIO-TECHNICA U.S., INC., Dept. 118H. 33 Shiawassee Avenue, Fairlawn, Ohio 44313
In Canada: Superior Electronics, Inc.
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lets). The publisher is Librairie Théa-

trale, 3, Rue de Marivaux, Paris 2, France.
A. B. Gregory
San Jose, Calif.

I recently purchased Columbia Master-
works' release of Shostakovich's The Nose
(M2 34582). I did not get the Electrola ver-
sion because it lacked an English trans-
lation. But the Columbia contains no text,
no transliteration, and no translation. Is it
possible to purchase a libretto through the
mail? Can you supply an address and a
price?

Alexander Rysman

Brockton, Mass.

The U.S. rights to the libretto of The Nose
are the subject of a battle between publish-
ers. Columbia had the choice of releasing
the opera without a libretto or not at all.
For several months the company opted for
the latter but, after the Melodiya album
won last year's HicH FipeLiTy/Inter-
national Record Critics Award, decided to
release it anyway. Any purchaser who
writes to Columbia (CBS Records, 51 W.
52nd St., New York, N.Y. 10019) will be put
ona mailing list to receive the libretto when
the legal situation is cleared up.

More Weill Music

In addition to Kim Kowalke's discography,
“Kurt Weill's European Legacy" [July), two
songs from Marie galante—“Le grand lus-
tucru” and “|'attends un navire'’—are
available on an all-Weill album by Laura
Betti with an orchestra conducted by Bruno
Maderna. This Italian release (Orizzonte
ORL 8028), once distributed in the U.S. by
Peters International, also includes songs
from Der Silbersee and Seven Deadly Sins
(I Sette Peccati Capitali or Seven Capitalist
Sins here) as well as five songs from three
American musicals.

Jerry De Muth

Chicago, 111.

We are informed by Peters International
that the disc, though no longer available
in this country, may still be distributed
abroad by Ricordi.

Desmar Stoky Offer

Desmar Music has had its recent releases
manufactured in Germany, with an identi-
fying “G" suffix in the record number, and
the immediate news is that DSM 1007, the
Stokowski recording of the Rachmaninoff
Third Symphony, has been superseded by
DSM 1007G. Desmar offers to exchange the
German pressings for the American for “a
nominal charge of $3.50 postpaid”; send the
disc only (without the jacket) with pay-
ment—postmarked by November 1—to Des-
mar Music, 155 Ave. of the Americas, New
York, N.Y. 10013. Don't pester your dealer;
the change can be made only through
Desmar.
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The Dahlquist DQ-10.
Its about time.

What accounts for the superb performance
of the DQ-10? The precisely matched transient
characteristics of its five drivers
are one reason. The rugged crossover, using oversize
components and now equipped with
mylar capacitors is another.

But the DQ-10 reproeduces music with
unprecedented clarity and spaciousness. The
explanation lies in Dahlquist’s solution to the problems
of time delay and diffraction delay distortion.

Here is the speaker system that eliminates in-
accurate reproduction caused by time elements.

The DQ-10. It's about time.

=l e
/il S

3

i

Conventional Driver Mounting in a common flat baf-
fle. Smaller drivers have lower mass and shallower
cone surfaces. High frequencies arrive earlier than
lower frequencies, harmonic overtones before fun-
damentals. This is time delay distortion.

The Dahlquist Solution. With Phased Array™ Mount-
ing, drivers are positioned so that all frequencies
(fundamentals and harmonic overtones) reach the
listener at the same time. Musical sound is in phase.

UNNATURAL
EXPONENTIAL

<)
AMPLITUDE

Q

©)
© NATURAL
EXPONENTIAL
DECAY

@

Diffraction Delay Distortion. In conventional speak-
er systems, sound wave energy radiates across the
speaker baffle to the edges of the cabinet and is dif-
fracted. These secondary signals create unnatural ex-

ponential decay and destroy clarity and spaciousness.

The Dahlquist Solution. In the DQ-10, the staggered
baffle plates are sized 1o minimize diffraction. It is
as though the drivers are mounted in free space with
no nearby obstructions to distort the pure sound
source. Sound decays naturally.

IDAMHLOQUW IS T 27 Hanse Avenue, Freeport, New York 11520

Just listen,
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ALASKA

Shimeks

Anchorage

Hoitt's Stereo & Equipmert
Fairbanks

Alaska Music Supply
Juneau

ALABAMA

Sound Track

Auburn

ARIZONA
JAE Inc.

(All locations)
Hi Fi Sales
Mesa

ARKANSAS

Project One Stereo

Little Rock

CALIFORNIA

Avant Garde

{Both locations)

Federated Electronics. Inc

{All focations)

High Fidelity House. Inc.

(Both locations)

Town & Country TV & Stereo

(All locations}

Henry Radio

Anaheim

Middleton, White & Kemp
Audio

Anaheim

Audio Concepts

Arcadia

Arcata Record Works

Arcata

Stereotypes

Bakersfield

Garland Audio

Berkeley

Honkers Sound Company

Berkeley

Jonas Mitler Sound. Inc.

Beverly Hills

Qmega High Fidelity Music

Claremont

Sound Distinction

Concord

The Audiophile

Culver City

California Sound

Fort Bragg

Audio Sales

Fresno

The Ear Drum

W. Los Angeles

Monterrey Stereo

Monterrey

Pro Audio Electronics

Oakland

Audible Difference

Palo Alto

Sound Systems

Palo Alto

Western Audio Imoorts

Palo Alto

Audio Cage

Sacramento

Audio Place

Sacramento

Stereo Showcase

Sacramento

Audio Directions

San Diego

Systems Warehouse

San Francisco

Century Stereo

San Jose

Gartand Audio

San Jose

Absolute Audio

Santa Ana

Audio Vision

Santa Barbara

Bob Pilot's Stereo Center

Santa Monica

Executive Audio

Santa Monica

Dimensions in Stereo

Torrance

Stereo Showcase

Vallejo

Sound Ideas

Visalia

COLORADO

The Audio Den. Inc.

{All locations)

Main Street Music

(Both locations)

Boulder Sound Gallery

Boulder

C & S Audio

Colorado Springs

Listen Up

Denver

Team Electromics
Fort Collins
Audiotronics
Grand Junction

CONNECTICUT
Sounds incredible. Inc.
Danbury

The Stereo Shop
Hartford

Sound of Music
Meriden

Harbor Soung. inc
New London

Audio Com

0ld Greenwich_

Stereo Worksh
lidgefield

DELAWARE
Sound Studio, Inc
Newark

DISTICT OF COLUMBIA
flyer-Emco

Waghington, DC
Schrader Sound
Washington, D

FLORIDA
Sdund Advice
All'lpcations)
ound Gampornt:
oral Gables
House of Stereo
Jacksonville
Stereo Sales
Tallahasse
Audio Gallery
Temple Terrace
Audio Video. Inc.
Titusville

GEORGIA

Fat Julian's Audio
Atlanta

The Stereo Shop
Martinez

HAWAII
Lakeside Audio \ideo
All locations)

udio Reference
Ho L
IDAHO
Steceo Shoppe
Boise
Audio Recor
Lewiston

ILLINOIS

Audio Consultant
Both [ocations)
00d-Vibes Soundsine

(Both locations})

Hi Fi Hutch

(Both locations)

UNAC inc

(Al locations)

Victor s Stereo Inc.

(Both iocations)

Paul Heath Audio Lid.

Chicago

Gl Custom House

Palos Hills

Team Electronics

Pe

Center

}iveriGrove
tudlg Systems,
Schaumburn

indiana
Good Vibe
iBott ati
Augdie, Trend
Evansville
HJS Sound
New Haven

10WA
The Audio Room Ltd
11

ound, Inc

Cedar Rapids
Audio Odyssey
Davenport
Audio Lab

Des Moines
E.S Audio
Des Moines

KANSAS

Kiet's Gramophone Shop
Lawrence

Stereo Odyssey, Inc.
Mernam

Sounds Great Stereo, Inc
Topeka

Custom Sound, Inc.
Wichita

LDUISIANA

Art Colley's Aud Soecialists

(Both locations)
Audio Systems
Lafayette

MAINE
Frank Pomerleau
Augusta
Sound Ideas
Portland
MARYLAND
Discerning Ear
(Both locations)
Sound Odyssey
Anapolis
Custom Music Systems
Baitimore

use of nd
Baltimore
Park Rad!
Baltimore
Audio Krafter
College Park
Audig Associatel
Hagerstowr
Grammophone, Lid
Lutherville
Myer-Emco
Rockyille
DKL Laboratory fing
Silver Springs

MASSACHUSETT 3
Music Systems, 11d
{All locations}
Tweeter, Etc.
Boston

Persson Radio Co.. nc.
Brockton
Eardrum. Inc.
Burlington

Natural Sound
Framingham
Tnpod Audio
Northampton
Heanpg Thing
Worcester
MICHIGAN
Absolute Sound
{All locations

The Sound Rool
{Alllgcations

ULA Lanti Interngtional
Ann Arbor

Audio One
Birmingham

Audio Dimensions
Birmingham

The Gramophorié
Birmingham
Almas Hi Ft Sterea
Dearborn

Pecar Electronics
Detroit

The Stereo Cente”
Flint

Point Electronics In:
Grosse Pointe

Hi Fi Buys. Inc.
Lansin:

Marshall Music Ca.
Lansing

Rogers Hi Fi

¢
Lansir
Mark One Aud
Midland

MINNESOTA
Sound World
{Alllocations
Mel's Tv/Aud
Dulut

Audio King
Edina

MISSISSIPP}

The Eret Shop

Biloxi

Clinton-Harringtom Pano
Laurel

MISSDURI

Plip's Stereo Place
(Both locations)
Creative Audio
Columbia

David Beatty Stere2a
Kansas City

Sound Enterprises
Kansas City

Continental Sound Co .. Inc

St Ann

Best Sound Company
St Louts

J C. Gordon Comymany
St. Louis

Audio Rainbiow, Inc.
Sedalia

The Stereo Butf
Springfield

Speaker Craft
Webster Groves

MONTANA

Rocky Mountain Hi Fi
Great Falls

Team Electronics #37
Missoula

NEBRASKA

Audio Systems & Designs
(Both locations)

Natural Soung

Lingoln

NEVADA

The Tin Ear Sound Company

Reng

NEW JERSEY
Sight'& Sound, In€
All lacations
iuart’s Audi
All locations)

& B Electronics
Burlington/
Bryn Maw: Etere
Cherry Hill
High Fidelity House
Cherry Hifi
Hi Fi Warehouse
Cherry Hill
Contemporary Seund

Associates
Fairfield
Frankiin Lakes Stereo
Franklin Lakes
Audio Lab
New Brunswick
Hi Fr Haven
New Brunswick
Landes Audio
Orange
Leonard Radio of N.J
Paramus
Summit Stereo
Summit
House.of |
Trenton

weodbridge Sterea Center

Woodbridge
Conklin's Inc
Wycoff

NEW MEXICO

Sound Ideas. In
Albuquerque

Trio Art Camera
Farmington

Candy Man High Fidelity
Santa Fe

NEW YDRK
Audio Breakthroughs
(All focations)
Clark Music
(All locations)
Harvey Sound
(All locations)
Lyric Hi Fi

All locations)

tereo Emporium
Butf:
Audio Genesis
Glens Fatls
Stellar Sterec
fthaca
Sound Mitl. Inc
Mt Kisco
Eardrum
Nanuet

seamart’s Photo & HiFi
Newburgh
Electronic\Vorkshop
New York
Grand Centra! Radio. Ing
New York
Leonard Radio
New York
Liberty Music
New York
Harmony Sound. Inc
New York
Park Avenue Audio
New York
Audio Barn
Plattsburgh
J-B Sound Systems
Rochester

Audio by Zimet
Roslyn
The Listening Room
Scarsdale
Audio Den. Lid
Stony Brook

Gordon Electronics, Inc.
Syracuse

Arnee Audio Designs, Inc.
Wappingers Falls

Sound Odyssey, Inc.
Wappingers Falls

NDRTH CARDLINA
Sound One

Ashville

S.C.C.S. Corp.
Charleston

Suber’s Stereo
Charlotte

Atkinson's Audio Center
Greensboro
Electrodynamics, inc
areensbgig

Mitchell' s Audio
Greenville

OHI0
Audio Craft
{AllJocations)
Audip Warehouse
Alllocations)

0lNnd Associates
g\ll logations}

olden Gtamophone
Akjon
Jamieson's Stereo Hi Fi
Toledo

OKLAHOMA
The Gramophone, Lid.
(All locations)

OREGON

Hawthorne Stereo

(All locations)

Larson's Stereo Den

{All locations

Toad Hall Hi Fi

(All locations)

Napier Audio. Lid.

Corvallis

Thompson's

Eugene

Chelsea Audio, Ltd
ke Oswego

Stereo-Tronigs

Portiand

Sound Cache, Ing.

Salem

PENNS YLVANIA
Bryn Mawr Stereo
(Allocations)
Campus Stereo
TAll locations)
aiclay Recording &

Electronics
(Al locatior's)
D.$. Audio. Inc.
(All locations)
High Fidelity House
(Alllocations)
Opus One
(All locations)
Brendern Enterprises
Feasterville
Sound Plus
Jenkintown
Glick's Audio
Lancaster
Sasafras Records & Audio Co.
Wontgomerywille
hestnut Hill Audio
hiladelphia
avid Mann; ktg
Rhiladelphia
Listening Post
Pittsburgh
Qvation Audio, IRc.
Pittsburgh
Perfectionist Audio Lid
PlefsantGap

RHODE ISLAND
Ashley Hi Fi.inc
Providence

SOUTH CAROLINA
Culh Enterprises
Columbia
Frawiey's TV.
Columbia

TENNESSEE
Underground Sound
Memphis

Anderson Audio. Inc.
Nashville

TEXAS

Arnold & Morgan
(All locations)

High Fidelty, Inc.
(All locations)

Home Entertainment
(All locations)

Audio Concepts
Austin

Hillcrest Hign Fidelity
Dallas

Hungry Ear

Dallas

Recorder Center
Dallas

Marvin Electronics
Fort Worth

B & M Electronics
Houston

Houston Audio Concepts
Houston

Sound Towne, inc.
Texarkana

The Sound Place
Odessa

Biti Case Sound
San Antonio
Audio-Tech
Wichita Falls

UTAH

The Sound Company
(All locations)
Winterton's Audio

(All locations)

House of Sound
Logan

Standard Audio & Hi Fi
Salt Lake City

VERMONT
Audio Den
Burlington

VIRGINIA

The Sound Machine. Inc.
Charlottesville
Haynsworth’s
Danville

Audio Associates
Falls Church
Myer-Emco

Falls Church
Lakeside Audio
Lynchburg

Audio Art
Richmond
Holdren's
Roanoke

Digital Sound
Virginia Beach
Sound World, Ltd.
Virginia Beach

WASHINGTON

Hal's Stereo

(All locations)
Bellingham Sound Centers
Bellingham

Q.C. Stereo Center
Bellingham

Bremerton Stereo Center
Bremerton

Stereo Craft

Ellensburg

M.B. Audio

Lacey

The Tin Ear Stereo Center
Richland

Definitive Audio

Seattle

Eakin Audio

Seattle

Magnolia Hi-Fi

Seattie

The Stereo Shop
Tacoma

WISCONSIN

Happy Medium

Madison

Specialized Sound
Systems, Corp.

Madison

Sound Seller

Marinette

Audiophile’s Sound Studio

Middleton

Flanner & Ha‘soos

Milwaukee

Wack Electronics

Milwaukee

Sound World

Onalaska

Audiophite Specialists

Qshkosh

Sound Gallery

Racine

WYOMING
Audio World
Rock Springs

PUERTO RICD
The Sound Center, Inc.
Hato Rey



STAX CLASS A

The first commercial class A's
are now improved:
Faster slew rate
Better transient coupling
IM/HD of less then .007%
at 20kHz

\ L. o,
o 7 .,
o lz,zgc/'.'lz
DA-300(a): 150x2 rms watts —— L
Discriminating power. (above) ; v

DA-80M(a): 90 watts rms mono.
The absolute ultimate sub-
woofer amp. A pair does just
about anything. (right)

4 "
v . DA-80(a): Dual power supply for

discriminating audicphiles.
45x2 watts rms (left)

Introducing the Stax SR-Sigma,
the Spatial Replication Earspeaker.

the ear from mu tiple
directions, and since
music is typicaly a
“frontal’’ directional
experience, (b) the IK
i “earmuff syndrome’’ of
SR-44 Earspeakers (atove): An =" direct radiating head-
outrageous bargain at $110. This phones is non-physio-
electret outperforms otrers at logical. The “‘orzhestra-in-
twice the price. the-cranium” leaves reality
?:-X Mﬁ'-' Eafrspeakers (right) far away, and irstrument

g el S EIEETS placement is impossible.
electrostatic headset. (c) Enter the Stax L
SR-Sigmal! It “rresents” > 9

: ~ the program to “he ears in CONVENTIONAL
— TR an algebraically developed HEADPHONES
angle. Accurate tonal

UA-7ct Tonearm: bases—instrument place-
Non-glorious ment—physiological oy

excellence. ;
accuracy—all cnharacterize
the Stax SR-Sigma
Electrostatics. $450 with L J
SRD-7 adaptor.

STAX SR-SIGMA
NEW CP-Y Capacitance Cartridge: Proper CP-Y setting renders all American Audioport, Inc. EARSPEAKERS
other cartridges to lifeless blah. $560 with power supply/adJaptor. Columbia, MO 65201

(a) Since music *‘touches’ \

-
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We sound better
because we listen better.

The new Harman
Kardon receivers have
power, features, excellent
specifications.

But so do many
other receivers.

What makes us bet-
ter is the way we sound.
More musical, with air
between the instruments.
Spacious, with extraordi-
nary articulation that allows
each instrument to register
deep into your musical
CoNsciousness.

Why does Harman
Kardon sound better?

It starts with ultra-
wideband frequency re-
sponse and remarkably low
TIM (transient intermodula-
tion distortion) and SID
(slewing induced distor-
tion). But these are merely
minimum design parameters
for Harman Kardon
engineers.

Of course, it is possi-
ble for our engineers to
build adequate receivers
where others build them —
in the laboratory. But that's
not where you build excep-
tional ones. You make them
in the listening room.

But not just when the
receiver design has been

Pictured: hk670 receiver 60/60 walts

completed. Listening at
every slage of development
is critical.

The fact is that tran-
sistors with the same specifi-
cations, but from different
manufacturers, vary in ways
that affect the texture of
music. That’s why Harman
Kardon engineers actually
listened for the musical
character of every compo-
nent —singly angin combi-
nation — that went into the
audio chain of all our new
receivers. Every transistor.
Every capacitor. Every
resistor.

They listened for the
subtle differences in compo-
nent parts that make the
immeasurable difference in
the final product —chang-
ing, refining, in effect tuning
the instrument until a
receiver emerged that
sounded exactly the way
they wanted it to sound.

In short, it’s not just
great specifications that
make the difference —it’s lis-
tening to those things that
others tend to take for
granted.

Listen to the differ-
ence yourself. Visit your
Harman Kardon dealer
today.

Not shown: hk340 20/20 watts, hk450 30/30 watts,

hk560 40/40 watts
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'WHO MURDERED
THE TUBA PLAYER?

He disappeared right in the
middie of Tchaikovsky's 1812
Overture’ The victim of a low
definition cartridge.

But he could have been
saved by the audio engineering
achievement in the ADC patented
induced magnetic cartridge.

With today's sophisticated
“direct to disc” records it takes a
state of the art cartridge to
accurately capture the sonic
quality of the recordings.

ADC has developed a
unique design that sets the new

standard of excellence.

The remarkable ZLLM model
features an ALIPTIC" stylus design
that effects the optimum balance
between the stereo reproduction
advantages of the elliptical stylus’
high frequency tracing shape and
the longer, lower wearing vertical
bearing radius typical of the
Shibata shape.

The result: unparalleled
definition and darity of sound and
unsurpassed record protection
while tracking at ¥ to 1) grams.

Because of its uitra linear

frequency response, flat +1dB
1) Hz to 20 kHz and 1% dB
20 kHz to 26 kHz, every instrument
sounds alive and natural.
If you'd like the complete facts

acout the ADC ZLM cartridge, simply

¢ rcle our reader service number on
the reader service card, and we'll
s2nd you the ADC brochure

and a free record care gift.

Be nice to tuba players and
other musicians. And invest in
something that understands them,
and protects them.

An ADC cartridge.

l w
{
4y )
(o)
?(4'
A|[D|IC

Audio Dynamics Corporation, Pickett District Road, New Mittord, Connecticut 06776 ¢ Distributed in Canada by BSR (Canada) | td.. Rexdale, Ontario
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Winterreise

Culshaw

Aloroe

on Stage and Screen

by John Culshaw

MELBOURNE—I understand the view of
a German lady who had lived for
many years in Australia that the pros-
pect was outrageous, and also that of
an eminent professor of arts in Mel-
bourne who said it would take place
over his dead body. (He is alive and
well and still eating Australian pies.) |
even accept the comment of an Eng-
lish critic who, in 1970 and before the
initial event, predicted that it would
cost me my job, which it certainly
didn't. Their advance reactions arose
from apprehension. Mine derived
from sheer terror.

It was in the late Sixties when Peter
Pears and Benjamin Britten suggested
a performance of Die Winterreise on
television. I had produced a recording
with them some seven years earlier,
and when [ was put in charge of music
for BBC television it was logical that
they should approach me. Well, why
not? I knew that they gave a mar-
velous performance of the cycle and
that the idea would not be rejected by
my superiors. Then came the buts,
and the terror: Would Winterreise in
German sustain on television for its
seventy-three minutes? There were
very few practical shots, and all of
them dull: a closeup of the singer, ei-
ther head on or in profile; a double-
shot of singer and pianist; or a closeup
of either the pianist's face or fingers.
Did any of them, [ asked myself, add
anything to Schubert's masterpiece?
And what about the sound? On tele-
vision it was bound to be inferior to
the records we had made and to any
performance broadcast on FM stereo.

It then struck me that Winterreise
tells a story—the story of a man
doomed to the life of a wanderer be-
cause of rejection in love. From that
came the visual notion of dressing him
in a timeless sort of cloak and placing
him in a different abstract setting for
each of the twenty-four songs. It fol-
lowed that the piano would have to be
out of sight, because you cannot mix
the conventions of a timeless traveler
in costume with someone (even Benja-
min Britten) playing a Steinway. Thus
was born the idea of a “visualization”
of Winterreise. Both artists welcomed
it with enthusiasm, and it was a suc-
cess.

<«— CIRCLE 10 ON PAGE 141

Let me stress here that the essence
of the approach wasto put the empha-
sis on the music. Schubert’s traveler
never moved. He was in a different po-
sition vis-a-vis the lighting and the ab-
stract images for each song; but he
never, as people supposed he might,
walked about or engaged in histrion-
ics during a song. In other words, |
was trying to encourage a television
audience to experience something
that, had it been seen in an ordinary
recital platform situation, might have
produced the biggest turnoff of all
time: Those who knew the piece
would have preferred to listen to their
records and those who didn't would
have been bored or bewildered—or
perhaps both.

In 1977 | was invited to try a similar
approach on-stage in Perth, in West-
ern Australia. The first thing to be said
is that to present it on television is
child’s play compared with the the-
ater. For television I used lighting
rather than projections, because pro-
jections bright enough to register for
the cameras would have ruined my
whole conception, which was that
Schubert’s traveler is in some kind of
limbo. So for television I was able to
set up and relight for each song, but in
the theater you must go ahead, even if
the projections go berserk.

By one of the wildest of coinci-
dences my designer in Perth, Paul
Green Armytage, had worked in Lon-
don several years earlier with my BBC
designer, David Myerscough Jones,
and although the stage concept was
quite different from the television
there seemed to be an uncanny psy-
chological connection. For television,
David had constructed a single set
that responded differently according
to how it was lit; Paul, for the stage,
devised a series of screens for projec-
tions. They could provide a severed or
entirely merged image, although there
was never a one-dimensional (cin-
ema-screen) effect. The problem was
where to project from. Front projec-
tion was impossible, because the im-
age would have fallen upon the singer;
and back projection was equally im-
possible simply because of lack of
space—any theater with enough
throw to make back projection pos-

sible would, by definition, be too large
for an intimate work like Winterreise.
Then there was the problem of the pi-
ano. It had to be invisible and yet
close enough to the singer to provide
musical contact. The solution was to
put i1 behind an acoustically trans-
parent screen. And the multiple pro-
jections (remotely controlled) had to
come from within the auditorium,
which meant building huge baffles to
diffuse the sound of the blowers.

All of which brings me to Mel-
bourne, where I have just presented
Winterreise again. The trouble with
projecting from either the sides of the
auditorium (Perth) or from the wings
{Melbourne) is that the beant angles
are geometrically crazy. The already
abstract paintings coming from the
four projectors have to be further dis-
torted in order to come out correctly
on the screens and without ever hit-
ting the figure. The singer cannot see
what is happening behind him, and
the pianist takes his cue from a
prompt light. Yes, | know it sounds
like a nightmare and an unnecessary
one at that, but it happens to work.
And I do not say that as self-advertise-
ment.

Having had three goes, I do not par-
ticularly want to attempt Winterreise
again. But it strikes me that the ap-
proach could apply equally well to
many other works. What about Brit-
ten’s Serenade for Tenor, Horn, and
Strings, or his Nocturne? Or Dichter-
liebe? Once you start thinking about
it, the list is almost endless—and chal-
lenging. The secret is that, whatever
the music is, the approach must not be
visually memorable in detail. Shock
effects are out, and the music always
comes first. | have a video cassette of
the Pears/Britten Winterreise, and al-
though 1 directed it and know all its
faults, even I cannot remember what
is coming next. Maybe I am pleading a
special, esoteric case, but in the the-
ater presentations in Perth and Mel-
bourne a few people were crying, for
the right reasons, after Der Leier-
mann. After all, it was Schubert who
said: “I'm going to sing you some ter-
rifying songs. . .." It apparently does
no harm to see, as well as hear, his
doomed lover. ]
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SONUS
SERIES 1.

THE BEST
KEEPS GETTING
BETTER.

The original Sonus cartridge estab-
lished a new standard in high definition
phonograph reproduction. Yet we
believe there is even further room for
improvement in this often-overiooked
area of high fidelity. So we have taken
the original Sonus cartridges and
refined their designs, taking full advan-
tage of the latest in materials and
techniques. Sonus Series |i cartridges
are the resuit of these new design
developments.

The new Sonus Gold consists of
three models with identical bodies and
stylus assemblies, differing only in the
form of their diamond tips. The new
Sonus Silver comes in two stylus types,
and shares all the qualities of their more
costly counterparts, yet still can offer a
dramatic improvement in sound repro-
duction overall. Both series employ a
transducer system characterized by
reproduction of exceptional accuracy,
clarity and definition. For full details
and a recommendation of which model
is correct for your particular system,
we suggest a visit to the Sonus dealer
nearest you, or write us.

SONIC RESEARCH, INC..Sugar Hollow Rd.
Danbury, Conn. 06810

High Definition Phono Cartridges

| diligently follow Sonab’s tapé recommenda-
tions for my C-500 deck: Maxell for normal
bias and TDK for chrome bias. Although |
have had my meters recalibrated, playback
levels don’t match those in recording. | allow
for an occasional peak of +1 or +2 dB con
recording; on playback, the meter reads + 3
dB or more on these passages and corre-
spondingly higher throughout the recording.
There is no evidence of distortion or satura-
tion, but | have a nagging fear that my meters
may eventually be damaged. A friend also en-
counters the phenomenon with his C-500.—
Larry E. Nordgaarden, Bozeman, Mont.
Relatively few decks show the same meter in-
dication on playback as they do in recording.
Essentially, it's a matter of economics. Al-
most every deck has internal controls to cali-
brate the meters in the recording mode.
These are factory-set to compensate for vari-
ations in gain in the recording and meter am-
plifiers and for production tolerances in
recording-head efficiency. There also are
variations in playback-head efficiency and in
playback-amplifier gain. When the meter is
switched to indicate the playback level, it
may or may riof result in the same reading as
that given on recording. A second internal
calibration control would be required to com-
pensate for playback tolerances, and few
decks seem to include this extra. (The excep-
tions usually are decks with Dolby-calibra-
tion controls. It is important that the play-
back level be determined accurately for
correct Dolby operation.)

The actual meter reading on playback is
relatively unimportant provided you use the
tape for which the deck was calibrated—and
assuming it was properly calibrated.
Evidently you fulfill both conditions. So stop
worrying. Your meters are not likely to be
damaged.

Your report on the Shure V-15 Type IV [June]
is the second rave review |'ve seen on the car-
tridge. But neither answers a critical ques-
tion. As the owner of the Type Il (in a Dual
701), | have found that the older cartridge of-
ten successfully negotiates an atrocious warp
on the outer edges of a disc. But almost invar-
iably in piano or harpsichord selections, this
is accompanied by an equally atrocious fluc-
tuation of pitch as the note is struck and de-
cays. | take your word for it that the Type IV
tracks warps well. But does its damping sys-
tem also eliminate the pitch flutter? And does
the Type IV aid in reducing the same pitch
problems created by the all-too-ubiquitous
eccentrically pressed disc?—Marvin High-
tower, Somerville, Mass.

The Shure V-15 Type 1V does in fact reduce
the wow produced by vertical warps, in most
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cases to negligible proportions. Off-center
pressings, however, will produce equal wow
(ignoring any that is warp-induced) with any
pickup. The only cure we know of for disc ec-
centricity is a platter with a removable
spindle and near unlimited patience in hand
centering.

| have a problem with RFi: When | turn up the
volume of my system even to a moderate
level, | hear a local FM station. This happens
in the augiliary, phono, and tape monitor
modes. Nothing | have tried—shielded cables,
etc.—helps. My equipment consists of a
Fisher 450T receiver, Sony 126 stereo
recorder, and a Dua! CS-510 turntable with an
Empire 2202E Ill cartridge. | also have two
Marantz Imperial 4G speakers.—George Sno-
ver, Memphis, Tenn.

Since your RFI problems occur in all modes,
we suspect that the speaker wires are picking
up the interference and that it is being de-
tected in the power amp of the receiver. Make
sure that all connections are securely made
and that the system is grounded. Try rerout-
ing the cabling to see if that helps. If all that
fails, contact the station. Its engineers may
be willing to help design a suitable trap.

| recently purchased a Sony TC-205 monaural
cassette tape recorder. | was told by the sales-
lady that the recording head was not made to
be used with any C-120 recording tape be-
cause the tape is very thin. Is she right? If not,
is there any reason why a two-hour cassette
should not be used in this recorder?—Richard
S. Mitchell, Chantilly, Va.

The problem is not with the recording head
(although the ideal basis point for a C-120
may be different from that of a C-60 or C-90
of the same brand), but rather with the nec-
essary weaknesses of the extra-thin tape: It
follows guides in the tape path less accu-
rately, snags and breaks more easily, and is
subject to greater print-through. All but the
last can be influenced by the design of the
recorder and of the cassette shell,.so some
tape brands will give more reliable results on
some decks than others. But since trans-
ports generally are engineered for the inher
ently superior C-60s and C-90s, using C-120s
is relatively chancy at best.

| have noticed that several component com-
panies, such as Kenwood and Pioneer, rate
their phono signal-to-noise levels using a 2.5-
millivolt reference, while others (Yamaha and
Advent, for instance) use a 10-millivolt refer-
ence. Which is more useful?—John Merrell,
Beaverton, Ore.

A good case can be made for either refer.
ence, and they are equally useful provided
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The best tape decks

in the world are only as

good as this tape.

While there’s a lot of controversy
over who makes the werld's best
tape deck, there’s very | ttle over

who makes the world's best tape.

Because Maxell gives you the

EINHITI——a——mwe

widest frequency response, the  tape more than any other brand.
highest signal-to-noise rctio and So why buy one of the world's
the lowest distortion of any tape  finest tape decks and get less than
you can buy. In fact, pecple who the world's best sound.

own the finest high-perfcrmance When you can use Maxell and
tape equipment use our get everything you paid for.

Maxell CTorporation of America, 60 Oxtord Drive, Moorachie, N.J. 07074
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that the difference between them is under-
stood. The same phono preamp will show a
S/N ratio 12 dB higher when referenced to
10 millivolts than when referenced to 2.5
millivolts. Thus all that is necessary to com-
pare S/N specs is to subtract 12 from data
measured at 10 millivolts or add 12 dB to
those measured at 2.5 millivolts. The new
IHF standard (and our current testing proce-
dure), interestingly, splits the difference and
sets the reference level at 5 millivoits, 6 dB
above 2.5 millivolts and 6 dB below 10—
though it includes other specifics that, while

biasing the data toward *‘real worid" condi-

tions, may also prevent direct comparison

| often am surprised by the low prices offered
by American mail-order companies, but |
wonder if any of the equipment they sell has
switchable voltage settings (110/220 VAC).
The ones | have written to did not answer this
question.—S. Vejdemo, Ystad, Sweden.

Since legal requirements vary from country
to country, the AC circuits often do too, even
on models that are available internationally.
In some parts of Europe, for example, the
convenience outlets so popular here are out-
lawed. As a result, many receivers are sold
here with the outlets and a 110-volt trans-
former, in Europe without the outlets and
with a 220-volt(or a switchable) transformer.
A mail-order house that deals in price rather
than service generally cannot afford to open
cartons in order to research this question,

and spec sheets generally remain mum on
the point. Your best source of information
would be the American companies manufac-
turing (or importing) specific models in
which you are interested. But it's hard to be-
lieve that, by the time you add shipping and
duty to American prices, they would be much
lower than those in Sweden.

For those readers who are interested in own-
ing Polk (or any other brand) speaker cable
but are unwilling to pay the price, here is a so-
lution. Obtain two lengths ef thick-gauge
cable—14-gauge zip cord will do. Run the two
positive outputs from the amp along one side
of the room on the two conductors of one
length, and the two negative cutputs around
the other side of the room on the other cable,
overlapping one conductor of each so that
both speakers receive their respective posi-
tive and negative connections. Now you have
no *‘skin effect” in the audible range, the ca-
pacitance has been reduced to zilch, and
there should be no problem with resistance
on short runs.—Linas Vytuvis, Equinox Au-
dio, Woodhaven, N.Y.

Novel, but we fail to see how this will solve
the problem—if indeed there is one. (For a
full discussion of “skin effect’ and other
considerations that the special speaker ca
bles try to address—plus an evaluation of
several types—see our October issue, which
had not yet appeared when Mr. Vytuvis wrote
his letter.) As any adman will tell you, all

good amplifiers have an extremely high
damping factor at all frequencies. (Ahem!)
To the extent that this is true, the capaci
tance between the two ‘‘positive’ wires (and
between the two ‘‘negative’ wires) is coupled
through the essentially zero output imped-
ance of the amplifier and appears across
each output just as if conventional wiring
had been used. Furthermore, the capaci
tance that now exists between the two out-
puts couples signal between left and right
channels so that each output must work
harder to “'absorb’ this crosstalk current; if
it can't, the stereo separation will be im
paired

As for skin effect, we see no particular vir-
tue to this arrangement. The skin effect will
be the same as in a conventional arrange-
ment if the same wire is used since it really is
a property of the wire. (Wire composed of
many fine strands has less skin effect than a
solid wire of equivalent gauge.)

If you had been thinking of the inductance
of the wiring, you've made matters worse
since the self-inductance of a large-area loop
(which is what you've created by running
positive and negative conductors around op-
posite sides of the room) is greater than that
of two wires in close proximity to-each other.

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

BEFORE YOU THROW OUT A GOOD TURNTABLE OR
SPEAKER SYSTEM, CONNECT WITH A GREAT AMPLIFIER.

THE PHASE 400 SERIES TWO.

Some speakers sound fine, until you hit a low pas-
sage. Then they turn to mud, or rumbie at you like

a cheap turntable. Chances are, that muddy, distorted
sound is in fact, the result of an inadequate ampli-
fier stretched to its limits. Clipping! To improve your
sound, you need plenty of reserve power. The Phase
400 Series Two delivers the tremendous power
reserve you need for sonic accuracy over the audible
frequency spectrum. To accurately reproduce low
frequencies without clipping, your speakers

require up to 10 times the minimum power

requirement of the mid-range frequen-
cies. With the Phase 400 Series Two,
when you listen to the 1812 Overture,
you hear the blast of the cannon with awesome clarity. Even the deepest notes are clearly distinguishable. ACCURACY YOU
CAN HEAR. To improve accuracy, the new 400 Series Two utilizes an advanced BI-FET input stage. This integrated circuit
keeps the output virtually identical to the input. Distortion and noise are reduced to virtually inaudible levels. Beautiful music
in. beautiful music out. ACCURACY YOU CAN SEE. You might have some guestions about the 400's instantaneous LED output
meters. Conventional-style VU meters are slow in comparison because they have to move the mass of the needle. The LED's
move at lightning speed, accurately monitoring the output voltage, with scales for 8 and 4-ohm impedances. For accuracy, the
meter contains 32 graduations, plus 4 fixed fiashers to alert you to clioping. You have a visual safeguard, in addition to the
Electronic Energy Limiters to prevent damage from overloads.See your Phase dealer about the Phase 400 Series Two. We

think you'll recognize accuracy when you hear it. And when you see it
®

THE POWERFUL DIFFERENCE
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PHASE LINEAR CORPORATION. 20121 48TH AVENUE WEST. LYNNWOOD, WASHINGTON 98036
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If your choice is sonic excellence
over watts per dollar, you'll prefer
one of these LUX tuner/amplifiers.

LUX amplifiers and tuners, whether
single-chassis or separates, were
never intended to compete with typical
receivers—those that equate output
power with performance. We have a

different attitude.

Our audiophile/engineers design for
those subtle amplifier and tuner quali-
ties that contribute significantly to sonic
performance under actual musical
conditions. We're interested in more
than the way our equipment measures
during sine-wave lab testing. We're
vitally concerned with the way it per-
forms in the real world with musical
material.

Soit's no wonder the acclaim that
initially greeted our separate amplifiers
and tuners has been matched by our
combined tuner/amplifiers.

For example, Stereo Review said
this about the Luxman R-1050: “The
excellent audio-distortion ratings...
obviously place it among the cleanest
of the currently available receivers...
operation and handling (is) as smooth
and bug-free as its fine appearance
would suggest.”

High Fidelity described our R-1120
this way: “As beautiful to behold as to
hear...an effortless quality to the
sound that just radiates class...the

FM tuner is impressive, to say the
least.”

And Audio summed it up with this:
“Lux seems to have the atility to pro-
duce product after produci that just
sounds better.”

Our tuner/amplifiers core in a wide
range of power to suit everv need
(and speaker efficiency) frem a top of
120 watts per channel for the R-1120
to 30 watts for the new, modestly-
priced R-1030.

Whichever of our four moedels you
choose, you'll get only one standard of
sonic excellence.

LUX.

LUX Audio of America, Ltd.

160 Dupont Street, Plainview, New York 11803 - In Canada: White Electronics Devetopment Corp., Ontario

~1

Luxman R-1020. 120 watts per channel, total harmonic distortion no
more than 0.03%.° Switchabie turncver points. 12-LED peak evel display
with selectable sensitivity. Closed-lock-loop FM tuning ciravit. Direct-
coupled preamplifier equal zer stage and direct-coupled DC power
amplifier. Outputs and switzhing fer electrostatic speakers

Luxman R-1050. 55 watts per chznnel, total harmonic distcrtion no
.more than 0.05%.* 12-LED peak level display with selectable sensitivity.
Dual-gate MOSFET front end. Direct-coupled preamplifier ecualizer stage
and direct-coupled DC power amp ifier. Connections for two decks,

A two phonos, auxiliary; tape-to-tape dubbing.

Luxman R-1040. 40 watts per chznnel, total harmonic distertion no

more than 0.05%." 12-LED peak level display with selectable sensitivity.
Special negative feedback-type bass and treble controls. Tever section

with linear-phase filters and phase-locked-loop multiplex IC Direct-
coupled preamplifier equalizer stage and direct-coupled DC power amplifier.

And the new Luxman R-1030. 30 watts per channel. Our bowest-
priced tuner'amplifier, yet total harmonic distortion is no mare than
0.05%.* Ameng its features: our special negative-feedback tone controis.

*Minimum continuous powzr, both channeis driven into 8 a~ms, 20-20 kHz.




Take a close
look at a better
record cleaner.

Audio-Technica
AT6002

(84x enlargement)

This is an A-T scanning electron microscope
photo of the dirt that must be removed if your
records are to sound clean. It's dirt that is
talling on your records even as you listen.

g;.’—‘ (169x enlargement)
Our unique carbon fiber brush sweeps

each groove literally hundreds of times as
the record plays, just before the stylus
touches the groove. The carbon fiber brush
helps conduct static charges away, making
groove cleaning easier. And the incredibly
small 6 micron diameter reaches deep into
the groove for the smallest particles.

" (844x enlargement)

Immedlately behind the brush, our velvet
pad captures and holds dust particles as
you play. And moisture released from an
inner reservoir helps to dissolve stubborn
deposits to prevent static build-up.

This 4-way attack on dirt (brush, pad,
liquid, and conductive path to ground) is
uniquely effective. For proof, clean a record
with any other system. Then “play” it with
the AT6002. You'll find dirt removed by the
AT6002 that was left behind by other
cleaners. Try it today. Just $12.95 at all
Audio-Technica dealers.

@_ audio-technica.

INNOVATION 0 PRECISION 0 INTEGRITY

AUDIO-TECHNICA U.S., INC.
Dept. 118H, 33 Shiawassee Avenue
Falrlawn, Ohio 44313
In Canada: Superlor Electronics, Inc.

),

Color camera compromise. In the May
issue we quoted RCA as saying that it
would not introduce a color video cam-
era until it could do so at $500—a tall
order when most models were selling
above (often far above) $1,500. But in
the intervening months, the $1,000
price barrier has been broken by several
companies, and RCA evidently figures
that an $850 peacock in the hand is
worth a $500 flock in the offing.

This month’s cover was shot using
the result: the $850 CC-001, a camera
with a fixed focal length and an optical
viewfinder. Like other lines, RCA also

includes a fancy model with a zoom
lens and electronic (black-and-white
CRT) viewfinder/monitor, the $1,275
CC-002. Prices in other new lines are
comparable; Quasar’s lead the field at
$800 for the simple mode! and $1,200
for the zoom. (Though we haven’t ex-
amined all of the cameras in this price
range, we would expect distinct simi-
larities among them since they conceiv-
ably could all emanate from the same
Japanese supplier.)

Before leaving the subject, we draw
your attention to the deck shown in
front of the model. It is RCA’s VCT-400
SelectaVision VHS recorder ($1,275),
which features—among other things—a
“programmer’’ that allows the owner to
set it up for a week's worth of unat-
tended recording. Any of the fourteen
preselected VHF or UHF stations on the
keyboard at the near right may be cho-
sen—the channel is changed automati-
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cally—in up to four on/off cycles. Max-
imum recording time in VHS, using its
slower transport speed, is of course
four hours with present tapes.

Put yourself on the tube. At the end of
June, the vast Fotomat chain (3,400
stores, according to its press handout)
announced that it would offer a new
service, that of making VCR copies of
its customers’' home movies or slides.
Both Beta and VHS tapes are available.
One-week turnaround is promised, and
the prices are attractive.

Regular and Super-8 movie films
(sorry, 16-mm fans) cost less than $15
for an hour’s worth of transfer plus an-
other $15 or so for the cassette. (Foto-
mat also plans to market blank cas-
settes.) You can bring your own, but
then there's a $1.00 setup charge.
Recordings can be made piecemeal,
you can bring your partially recorded
cassette back each time you have an-
other 50-foot reel to be added, though
total cost will be somewhat higher this
way. Sound films will of course come
with soundtracks; if yours are silent,
you can add music or commentary af-
terward with the audio dub feature on
many of the home decks.

You can do so, too, with tapes made
from your slides—either 35-mm or 126
formats. Fotomat gives you the choice
of 5, 10, or 15 seconds between slide
changes (a single interval for any given
batch) with cross-fades from one image
to the next. (No more push-pull, click-
click, flash-flash in your slide shows.)
The more relaxed pacings use up more
tape and therefore cost more.

Our sister publication MODERN PHO-
TOGRAPHY noticed some loss of shadow
detail and alteration of color values but
commented that on the whole the re-
sults were quite agreeable. As our video
cassette feature story in this issue
notes, we found some losses even in
dealing with video signals; working
from a different medium—film—com
pounds the problem, so we wouldn't ex-
pect utter perfection in the transfers.
Indeed one can’t expect perfection
even in photographic copies from pho-
tographic originals.

Professional equipment—compar-:
able to that at broadcast stations, ac-
cording to Fotomat—is used in the
transfer, and some nice ‘‘extras’ are
thrown in. One is color correction, to
compensate where possible for poor ex-
posure or incorrect film choice for the
light source. In addition, there is film
cleaning and repair of damaged
sprocket holes or, if the film is so badly
damaged that it will not go through the
projector at all, removal of the unusable
section.

Continued on page 36

HI1GH FIDELITY MAGAZINE



All the color, excitement
and delightful musical
variety of Fiedler’s Boston
Pops concerts—in the
most complete library of
his music ever assembled.

Having captivated audiences all
over the world with their favorite
music, Mr. “Pops” will now enchant
you with his personal favorites. All
the selections he loves most are
here, intluding historic new record-
ings of Fiedler classics produced
especially for TIME-LIFE
RECORDS in Boston's legendary
Symphony Hall.

Album by album, you'll travel
through virtually every category of
music, all vitalized by the inimitable
Fiedler touch —including music of:
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TIME
LIFE

RECORDS
EACH ALBUM CONTAINS:

» Three 12" LP records or two tapes
Es-track cartridges or cassettes)

* Engrossing booklet on the music,
prepared in cooperation with Arthur Fiedler
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TINPAN ALLEY— Misty, Moon
River, Star Dust, Bridge Over
Troubled Water, Yesterday and
many more, including an infectious
treatment of The Toy Trumpet,
with Al Hirt as soloist.

OPERA—major overtures,
marches, dances and vocal works
fromLa Bohéme, Die Fledermaus,
Aida, Madame Butterfly, Carmen
and Lohengrin.

BALLET —glorious melodies
from such works as Swan Lake,
The Nutcracker Suite, Polovetsian
Dances (which inspired the musical
Kismet), Chopin’s Les Sylphides,
Offenbach’s Gaité Parisienne.

Plus smash hits from Hollywood
and Broadway...overtures and
marches...polkas, tangos and
waltzes...cowboy songs, ragtime,
symphonic favorites and more -

in this unique collection of all-time
Fiedler greats.

Every album in Arthur Fiedler's
Favorites comes with a 10-day
free-audition privilege —so you
keep only the albums you truly
enjoy.

To sample the first album, de-
scribed on the card attached, mail
the reply portion today! (No stamp
needed.) Or write TIME-LIFE
RECORDS, Time & Life Building,
Chicago, IL 60611

Plus Extra Bonus:

With your first album, you will
receive a full-color, 24-page
biography of Arthur Fiedler con-
taining rare photographs and in-
triguing facts about his life and
career. It's yours to keep, even if
you decide not to buy a single
album.

America’s best-loved
man of music presents the

I

J

t:

music he loves best in...

ARTHUR
FIEDLER’S
FAVORITES

on your choice of concert-quality
LP Records or Tapes (cartridges or cassettes)
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just provide recreation
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3 two newes: equalizers, the Stereo F fteen
¢ the One-Third =ctave Eg. Two areat new eqs
st only put you in compglete control of your acoustic
environment but grovide even more creat ve contour of
your music as wek.

The Stereo Fi‘teen Bend =q is an expanded version of
our popular ten band Stereo Graphic Eq. With two channels
each having fifteen bands sgeced 2/3 of an octave apa-t,
you have even mcre creative sower fo- bending, shaping,
enhancing the sound. No matter how “ine ycur home com-
ponen: system is, problems s.ch as poor room acoust cs or
program quality may occur. The Stereo Fifteer Band Eq
gives you the control to create the exzct sound you desire.

The One-Third Octave Eq goes even further in prcvid-
ing precision conzrol over your system’s sound. A single
channzl unis, its tairty-one frequency sands ere spaced 1/3
of an octave apart to give you the mcst creative power
available at any price.

Both urits feature a range of —1Z to —12 decibels an
each band, high slew rate (7¥/microsecand} and incredibly
wide dynarric rarge (bet:er than 100 dB}. Th2 egs fea:ure
walnJt side panels (rack mcunting hardvzars a so included)
and are built witt rugged, refliable MXR quaiity.

H=ar them perform &t a fine audio dealer 1ear you, or
write MXR Innovations, Inc., 247 N. Goodman £2.,, Rochaster,
N.Y. 14607.

In all of creazion, MXR <2eps provid ng.

Also distributed in Canada bty White Electronic Development Gorpcratian, Cntario.

m Consumer
Products Group

CIRCLE 3 ON PAGE 141

Fotomat is by no means the only
company offering such services. K.C.
Video, Inc. (1029 W. Gregory Bivd.,,
Kansas City, Mo. 64114) does it by mail
order. Judging from the K.C. rate card,
prices for many operations are com-
parable to Fotomat's, though some
seem to be a little higher. Like Fotomat,
it will copy movies at either 18 frames
per second (the current silent standard,
replacing the older 16 fps) or 24 fps (the
sound standard). It offers copies on
VHS (either speed), Beta 1 or 11, U-Matic,
and EIAJ open reels. (The last are not
included in the rate card, but K.C. is
willing to quote prices in reply to in-
quiries.)

Among the other companies we have
noted in the field (we don't yet know
how their prices compare with Foto-
mat's) are Teletronics Video Services,
Inc. (2440 S. Wolf Rd., Des Plaines, lil.
60018) and Columbia Pictures Video-
cassette Services (1325 S. Arlington
Heights Rd., Elk Grove Village, Il
60007), a division of Columbia Pic-
tures.

GE’s new wide screen. General Electric
has had a projection TV system for
some time. Now it has added an all-in-
one home system that focuses its im-
ages, derived from a built-in 13-inch
tube, onto the back of a scratch-resis-

tant acrylic screen rated at 1,000-plus
square inches. (We make that the
equivalent of a 4-foot diagonal or there-
abouts.) The Widescreen 1000 Home
Television Theatre (ahem!) is expected
to sell for a retail price of about $2,800,
not including the VHS deck shown in
the photo.

And then. . . Pioneer has plans to move
into the video field. Its video disc sys-
tem, among the least secret secrets in
the industry, has not yet been intro-
duced. Now the trade papers are abuzz
that Pioneer is working on a large-
screen system to get best impact from
its discs when they arrive. ®
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Until the Sound Guard’
record care work pad,one side of your recoy”‘
could take a beating while you were:

caring for the other,

A paper towel that
could scratch. A piece of
velvet that slips. A cloth
of any kind thatleaves
telltale lint.

work pad, when you

Until now, that’s all have to.

you’ve had to lay your Use it as you're

record on when you wiped,  from dirty records. It's not meant to, and your records

sprayed or buffed it. a fabric, so it has no lint to will never take ancther
Now youve got some-  spread around. And itsnon- beating.

E————— p— abrasive to avoid Like all Sound Guard
scratchingandslipping  products, the Sound Guard
when you're buffing. record care work pad is

Its ingenious chan- sold in audio and
| nels give you another record outlets.
' advantage. They collect
L | any excess fluid so it

The pad protects one snd'e The pad h_olds the record Won’t run over tO

of your record while youre gently in place for buffing

working on the other. | orwiping the Other Slde O:
thing that takes care of one  your record—or y,
side of your record while onto your /
youre working on the other  furniture.
side. It’s non-conductive to Wash off

resist picking up particles  your record care

Sound Guard'keeps your good sounds so’iinding good.

gﬁ Sound Guard® preservative—Sound Guard™ cleaner —Sound Guard™ Total Record Care System — Sound Guard record care work pad
Sound Guard is Ball Corporation’s registered trademark. Copyright © Ball Corporation, 1978. Muncie, IN 47302




See why TDK

It'sthelittle things you can’t see
that make a big difference in the way it sounds.

At first glance different brands of
tape lobk pretty much alike. But if
you look clostly, you'll find there are
many subtle differences. And it is
these differences that make one tape
stand out above all others.

Now you might not spend a lot of
time looking closely at tape. But we
have to—that’s our business. At
TDK we’re committed to constantly
improving our products. For years,
our SA cassette has been the High
bias reference standard for almost all
quality cassette deck manufacturers.
Yet we’ve incorporated improvement
after improvement into SA’s tape
and mechanism since its introduction
as the first non-chrome High bias
cassette in 1975. These advances
mean better quality sound for
you. TDK makes this possible,
by continuous attention to
the little things you
can'’t see.

The Particles

The lifeblood of recording
tape is microscopic magnetic
particles that can be arranged
in patterns to store and reproduce
sound. At best, they are as

small as possible, uniform in size and
shape; they are long and narrow (the
greater the ratio of length to width,
the better); and they are tightly,
uniformly packed together, with no
gaps or clumps.

Over 40 years of experience in
magnetic ferrite technology and 25
years in developing and manufactur-
ing recording tape, bring the TDK
SA and AD cassette particle
formulations as close to these ideals
as current technology will allow.

The TDK SA particle is a cobalt
gamma ferric oxide compound made
highly stable by our proprietary
cobalt-ion adsorption process. The
SA particle possesses one of the
greatest length/width ratios of any
particle used in audio cassette
recording: an amazing 11:1. These
little wonders are truly ‘‘state-of-the-
art,”’ and niean higher maximum
output level (MOL), higher signal-to-
noise and lower noise.

The particle in TDK AD is pure
gamma ferric oxide; it has been
developed specifically for use in
Normal bias decks—in the home, car,
in portables. With a length/width
ratio of 10:1, the AD particle can
deliver what most conventional
cassettes lack: an extended, hot high
end, to capture all the elusive highs
in music, from classical crescendo
to raging rock and roll. It
is the logical successor to the world's
first high fidelity cassette tape
particle, TDK SD,
introduced in
1968.

TDK SA tape surface (left) enlarged
30,000 times. TDK Super Avilyn parti-
cles (right) enlarged 20,000 times.

The Coating

To best attach the particles to the
film used for backing, it’s necessary
to coat that film evenly, with neither

clumps nor gaps of oxide build-up.
So we suspend our particles in a
unique new binding, and we're
fanatic about the way we do it. TDK
engineers and craftsmen wear
surgically clean robes and caps, and
we vacuum the air to eliminate

Tape layers: coating (top); backing.

contaminating foreign matter
and disruptive static charges.
The high packing density
that results means that the
tape is prepared to handle
high input level musical peaks
gracefully, and without
distortion.

The Base Film

We coat our oxides on broad
rolls of supremely flexible,
but nearly stretch-proof
polyester film, to make sure
TDK cassettes don’t tangle or intro-
duce wow and flutter.

The Polishing
After each roll is coated, it goes
through a polishing process called
“calendering.” Any oxide is removed,



and the surface is smoothed to
reduce tape head wear and oxide

shedding. Reduced friction across the

tape heads means lower noise.

The Edge

If you look closely at the edges
of TDK'’s tape, you'll find that
they are uniformly straight
and parallel to a tolerance of one
micron. That’s because we slit
our tape by pulling it across an
array of precisely-positioned,
surgically-sharp knives. That
means the tape movement is
unimpeded; and mis-

tracking that could result

in garbled stereo is

eliminated.

The Hub/Clamp

Assembly

TDK has met a major
challenge which has

always faced cassette

manufacturers:

The Inspection
Before any of our tape is loaded into
cassette shells, it must pass a series
of inspections to

The TDK double
clamp system.

see if
it matches up
to our own rigorous
standards. If it doesn’t
pass, it’s discarded. We

The Music and the Machine

We go to more trouble than most
companies do, when we manufacture
our cassettes. We see to all the little
details, so you can hear more of your
music. OQur super precision cassette
mechanism delivers the tape to your
heads precisely, without introducing
friction, wow and flutter and other
problems in the process. And we
back that mechanism, and
the tape within it, with

high fidelity’s original full
41 lifetime warranty*, a measure

of the value we have placed

in our cassettes, for over
10 years.

So next time you buy cassettes,
look closely at TDK, and think of all
the little things you can’t see that
make our cassettes just that much
better. TDK Electronics Corp.,
Garden City, NY 11530. In Canada:
Superior Electronics Ind., Ltd.

*In the uniikely event that any TDK audio cassetle ever
falls to perform due to a defect in materials or
workmanship. simply return it to your local dealer or 1o
TDK for a free replacement

anchoring the tape
to the hub without causing
mechanical problems. We use

a unique double clamp system we
pioheered. It practically eliminates
wow and flutter, distortion, drop-
outs and other problems related to
poor winding. Some manufacturers
use plastic pins jammed into notches
on the edge of the hub. This system
can lead to uneven winding, which
causes the edges to feather, the tape
to bulk unevenly, and occasionally,
to snap at the anchor.

The Cleaning

Like most leader tape, ours is
designed to protect the recording
surface from stress, and to provide a
firm anchor to the hub. Unlike most
leader tape, TDK'’s cleans your
recorder heads as it passes by.

The Splice

Our splices are firm, with leader and
tape lined up exactly. Our splicing
tape is specially designed not to
bleed adhesive into the cassette
mechanism, which could gum up the
works. © 1978 TDK Electronics Corp

never compromise on quality.

The TDK high tolerance
tape/leader splice.

ATDIK
The machine for your machine ®

CIRCLE 58 ON PAGE 141
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Scott’s top integrated amp

The H. H. Scott Model 480A features two independent phono preampli-
fiers and permits recording from any function while you are listening to
any other. The 480A also employs dual logarithmic power meters read-
ing in watts and dBW for 8-ohm loads, subsonic and high filters, and
capacitance and impedance selectors for the phono .inputs. Rated
power output is 85 watts (19% dBW) with 0.03% total harmonic distor-
tion. The Model 480A is priced at $449.95.
CIRCLE 136 ON PAGE 141

Sound Levels raises the sound

Sound Levels from EL Manufacturing are speaker stands designed to
reduce bass boom by elevating the woofer so that sound waves do not
reflect off the floor. The stand also may be tilted (at either 7%z or 12Y;
degrees) so that sound is projected directly toward the listeners. With a
back support that is 24 inches high, the Sound Levels are rated ta hold
weight in excess of 250 pounds and cost $39.95 a pair.

CIRCLE 137 ON PAGE 141

Avid crafts a speaker for minimum diffraction

Avid’s Model 330, top of its Minimum Diffraction line, is a three-way

acoustic-suspension speaker system. Protective circuitry continually

monitors input to eagh driver and shuts the system down in case of

overload. Crossovers are at 500 Hz and 20 kHz. The recommended

power range is 15 to 250 watts (113 to 24 dBW). Price of the M-330

speaker system is $375; optional H/200 floor stands cost $60 a pair.
CIRCLE 138 ON PAGE 141

Computer controls Intersearch receiver

The Audio Pro TA-150 FM/AM receiver, built by 3D Gruppen in Sweden
and available here from Intersearch, is fully computer-controlied: There
are no moving parts inside the receiver. One control knob governs all
adjustable functions, selector buttons determine the function served by
it. Repair is accomplished by simply replacing a plug-in printed circuit
card. The amplifier section is rated at 70 watts (18%2 dBW) per channel
with Q.1% total harmonic distortion. The price of the TA-150 is $995.
CIRCLE 139 ON PAGE 141
(more)
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THE INSIDE
STORY ON THE
PERFECT
COUPLES.

INTEGRATED AMPLIFIERS
AM-2800: Power output meters
w/100 or 3 watt Scale Selector.

Low and High/Low Loudness
Control, High & Low Frequency
Filters w/Alternate Levels, Audio
Mute (—15 dB or —30 dB), Bass,
Midrange and Treble Controls.

2 phono inputs, 2 tape inputs.
Power Bandwidth (IHF): 7 Hz

to 40 kHz/8 ohms. Residual Noise:
less than 0.5 mV at 8 ohms.

AM-2600: Power output meters
w/80 or 3 watt Scale Selector.

Low and High/Low Loudness
Controls, High & Low Frequency
Filters w/Alternate Levels, Audio
Mute (—15 dB or —30 dB), 2 tape
inputs, 2 phono inputs. Power Band-
width (IHF): 7 Hz 10 40 kHz/8
ohms. Residual Noise: less than 0.5
mV at 8 ohms.

AM-2400: Bass and Treble Controls
w/ Two Step Turnover Controls,
Audio Mute Control, High & Low
Frequency Filters, 2 tape inputs.
Power Bandwidth (IHF): 7 Hz to
40 kHz/8 ohms. Residual Noise:
less than 0.5 mV at 8 ohms.

AM-2200: 20 watts per Channel
Continuous Output Power, min.
RMS at 8 ohms from 20-20,000 Hz
with no more than 0.5% T.H.D.
High & Low Filters, Loudness Con-
trol, 2 tape inputs, detent volume
control and tape monitor. Power
Bandwidth (IHF): 10 Hz to 45
kHz/8 ohms. Residual Noise: less
than 0.8 mV at 8 ohms.

All Units: $/N (IHF): Phono
better than 75 dB, Aux— better than
95 dB.

STEREO AM/FM TUNERS
AT-2600: PLL MPX Circuitry,
High Blend Switch, Signal Strength/
Deviation and FM Tuning Meters,
Output Level Control and Automatic
Frequency Controls, Variable FM
Muting. Sensitivity (IHF): 1.7 uV;
Capture Ratio: 1.0 dB; Stereo
Separation: more than 45 dB
(1kHz).

AT-2400: PLL MPX Circuitry, FM
Mute Switch, High Blend Switch,
Separate Signal Strength and Tuning
Meters, Output Level Control and
Automatic Frequency Controls.
Sensitivity (IHF): 1.8 uV; Capture
Ratio: 1.0 dB; Stereo Separation:
more than 42 dB (1 kHz).

AT-2200: PLL, FM Mute Switch
Separate Signal Strength and Tuning
Meters, Output Level Control.
Sensitivity (IHF): 1.9 uV; Capture
Ratio: 1.3 dB: Stereo Separation:
more than 40 dB (1 kHz).

AKAI INTRODUCES

THE PERFECT COUPLES.

Choosing a tuner and inte-
grated amplifier is a lot like choos-
ing a mate. You look for things
like compatibility, performance,
appearance and, of course, fidelity.

Now AKAI makes match-
ing component separates foolproof
with 2 whole new line of amps
and tuners. Paired on the grounds
of total compatibility. And priced
to be affordable.

Take the AT-2600 and the
big AM-2800 amp, with a solid 80
watts, RMS per channel, 8 ohms,
20-20,000 Hz at .08% Total Har-
monic Distortion.

Or the AM-2600 amp at
60 watts, RMS per channel,

8 ohms, 20-20,000 Hz at .1%
Total Harmonic Distortion. And

pair it with the AT-2600 tuner.

Or the AM-2400 amp at 40
watts, RMS per channel, 8 ohms,
20-20,000 Hz at .15% Total
Harmonic Distortion. And the
AT-2400 tuner.

No matter which perfect
AKAI couple you choose, you get
specs and features not found on
all-in-one receivers in the same
price category. Improvements you
can hear.

Hear them today at your
AKAI dealer. And live in per-
fect harmony.

AKAI
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ART COLLECTORS:

For an 18" x 24" reproduction of this Charles Bragg etching suitable for framing,
send $2 to AKAL, Dept. HF, PO. Box 6010, Compton, CA 90224, ATTN: Couples.
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Six-into-one keyboard mixer

If you're a keyboard player with a Moog, an Arp, a Rhodes; a Clavinet, a
Stringer, a Wurlitzer, and sixty fingers, the System 6 keyboard mixer
from MR Engineering is right up your alley. All your electronic keyboards
can plug right into the System 6 and connect as one output to the stage
amp of a PA system. Each input has its own level control, so you can mix
your arsenal even before it gets to the soundman. System 6, which costs
$170, also includes clasp for attaching it to strap-type handles.
CIRCLE 140 ON PAGE 141

Direct-drive turntable from Kenwood

At tHe top of Kenwood’s turntable line is the KD-750 with quartz phase-
locked-loop speed control and direct drive. According to Kenwood, wow
and flutter rating is 0.02%. The DC motor of the KD-750 is said to bring
the platter to full speed in less than one revolution. The tone arm, de-
signed for this turntable, has a dual bearing system to reduce pivot fric-
tion and a magnesium alloy headshell. The KD-750 also features an
electronic braking system and microswitch controls. It costs $495.

Eumig'’s first cassette deck

Eumig, an Austrian company best known in this country for its sophis-
ticated Super-8 movie cameras, has introduced the Metropolitan CCD
cassette deck. The top-loading deck has three heads and operates with
an opto-electronic servo drive system. The CCD also employs d mixing
circuit; front-panel sliders can blend mike/line or line/line or adjust re-
verberation signals. Frequency résponse is rated +3 dB, 20 Hz to 20
kHz, and signal-to-noise ratio 72 dB with ferrichrome tape. The Metro-
politan CCD costs $1,300 with a remote-control accessory.
CIRCLE 141 ON PAGE 141

Decca's three-in-one cleaning system

The Decca Microbe, distributed by Rocelco, is a record/stylus cleaner
that employs three carbon-fiber,brushes. One brush protects stylus and
record between playings, another sweeps the record grooves during
play, the third makes contact with the stylus tip when the arm is raised,
removihg any static charge and any dust that may have accurriulated.
The Decca Microbe, which costs $9.95, is mounted on a bracket be-
tween the cartridge and headshell and is said to fit most cartridges.
CIRCLE 142 ON PAGE 141

TV/tape/radio combo from Sharp

Sharp Electronics has combined a black-and-white television set with an
FM/AM radio and a cassette deck in its 3T59. The TV section, which has
a 4-inch (diagonal) smoke-tinted screen, comes with an earphone. The
cassette deck has a built-in condenser mike, mixing capability, and full
automatic stop, and the radio portion offers automatic frequency con-
trol. There are separate AM and FM/TV antennas. The 3T59 comes with
a cigarette-lighter power adapter cord and costs $279.95.
CIRCLE 143 ON PAGE 141
(more)
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An ant in trouble screams for help.

Sensitive Sound.

Using an anechoic chamber, the finest sound
equipment available, and the most sensitive tape
ever made, we were able to record the sound of a
desert ant in distress ... a call that sounds amazingly
like a fire alarm.

More sensitivity for more music.

It is a startling demonstration of the sensi-
tivity of our New Professional Series Cassettes. You
get more headroom, greater dynamic range, a better
signal-to-noise ratio and unheard of sensitivity. And
that's why you hear music
the way you have
never heard it before
on cassette.

BASF’s New Professional Series C
can prove it.

Sounds of other worlds.
Visit your BASF dealer soon and ask him about
the New Professional Series, including Professional |,
our new ferric formulation, Professional i, our new
second generation chrome formulation, and Profes-
sional lll, our rrew ferrichrome formulation that is 1deal
for auto cassette players
If you would tike to discover the sounds of an
ant in distress. an eye winking, a butterfly in flight,
and other never-before-recorded sounds, send $3.50 to
BASF OTHER WORLDS, Box 18367, Boston, Mass. 02118.
We will send you a $4.99 Professional Il C-90
cassette with these sounds. This
offer will be availabie while
supplies last. Please allow
4 weeks for delivery

Sensitive Sound. From The People Who Invented Magnetic Tape.
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Wharfedale adds speaker to line

The Teesdale speaker system, at the low end of Wharfedale's line, 'in-

corporates design details and the tweeter system of more expensive

models. Computer optimization and laser holography techniques are

said to have been used in its design. Frequency response is rated at =3

dB, 40 Hz to 26 kHz, and the efficiency rating is 87 dB SPL for 1 watt at

1 meter. The Teesdale costs $270 in a walnut-veneer cabinet.
CIRCLE 144 ON PAGE 141

A cabinet for VCRs

The newest product in Gusdorf's furniture line for home-entertainment

electronics is the Model 2450. Especially created for vidéo cassette

recorders, the 2450 is desighed to hold the recorder itself and more

than 100 tapes. which are stored two-deep on three shelves. The cabi-

net, which is finished in simulated walnut, stands 32 inches, high and

19% inches wide. The Model 2450, costing $54, is fitted with casters.
CIRCLE 145 ON PAGE 141

An automatic graphic equalizer

Designed both to control feedback and to optimize listening, the ADI-
1500 offers octave-band equalization from 31.5 Hz to 16 kHz and con-
tains a built-in pink-noise generator. An optional calibration micro-
phone and two rows of red and green LEDs detect either deficiency or
overabundance of signal in each of the eight octaves. By moving the sli-
ders for each until both red and green LEDs light, the user can adjust for
“flat" frequency response. Response of the ADI-1500 itself is rated + Y2
dB from 25 Hz to 22 kHz, distortion at less than 0.05% at O dBf, and
the range of the equalizers at + 12 dB. The ADI-1500, 19 inches wide, is
suitable for rack-mounting and costs $795.

Otari goes 8-track

Otari Corporation has introduced a orie-inch 8-channel recorder with all
the features of previous professional models. Along with sync capabil-
ity, the Model MX-7800 offers capstan speeds of 15 and 30 ips, easy
access to electronics for aligning the machine, click-free punching in,
and a built-in 700-Hz 8nd 15-kHz oscillator. An optional temote-control
panel includes speed tuning to match pitch or create special effects and
an LED tape timer with reset button and memory. Suggested price is
$8,695, including the floor console.

Wireworks has line of mike cables

Suitable for indoor or outdoor work—stage, public address, recording
studios, or anywhere you need a microphone—Wireworks' cables are
available in three jacket coatings: black rubber for flexibility, black neo-
prene for outdoor or heavy-duty work, and polyvinyl chloride in twelve
colors so that a recording studio might, for instance, color-code accord-
ing to the particular studio in which the cables are used. Wireworks uses
Switchcraft connectors but will supply custom models. Prices range
from $10 for 5 feet of rubber-jacketed cable to $90 for 100 feet with the
neoprene jacket.
CIRCLE 146 ON PAGE 141
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The evolution of the revolution.

The new Bose 9071 Series IV Direct/Reflecting speaker.

When Bose introduced the orig-
inal 901® speaker, high-fidelity
crtics around the world hailed its
revolutionary approach to sound
resroduction.

“Bose has, in a single giant step,
praoduced one of the finest
speaker systems ever made.”
(LSA)

“The orchestra is there in front
and the atmosphere of the con-
cert hall all around.” (Belgium)

"Bose contains more technical
innovations than any other
speaker of the past 20 years.”
(Austria)

“...sets new standards for loud-
speaker music reproduction.”
(France

Now the 901® has evolved. Again.
Irtroducing the Bose 901 Series
I\ Direct/Reflecting® speaker
svstem. With new equalizer con-
trols that consider your room as
part of the speaker design. And

a new answer to the problem of
choosing an amplifier.

Itis a known fact that moving a
speaker just a few feet in a room
will alter its performance. And
that the variances in a speaker’s
performance from one living
room to the next can be vast. This
i a problem all speakers have
regardless of design. Except one.

A new approach to the study of
listening room acoustics and an
ambitious survey of many actual
listening rooms has resulted in
new equalizer controls for the
Eose 901 IV. These controls aliow
you to simultaneously adjust
szveral bands of frequencies in a
crecise manner to match the per-

formance of the 901 [¥ to your
room. In a way that cannot be

dup icated even withan expensive
graphic equalizer.

As aresult, the 901 Series |V
speakers perform as el in the
living room as in the d=monstra-
tion room.
Were our
eng neers
to design _
aspeaker !
specifically i

for your liv- 7

ing room, you ' ~

would NOt gat  ———
bettar sound

than you do '
when you

properly adjust

the equalizer i
conrols on the

Bose 901 Series V. i

Anc the 901 1V providas a simple
answer to the probler~ o° choosing
the cower rating of ycur amplifier
or receiver. Choose &y amplifier
you wish. The 901 I orovides
surprisingly loud saund with as
little as 10 watts per channel. Yet it
is durable enough fo~ usto remove
all power limitations on the 901 V.
There is no power limi-. Period.”

With these new imprcvements, the
Bose 901 |V gives ycu aflexibility
no other sp=aker can. You can
place the 9011V in almost any
room and get the liled ke, spa-
cious sound for wh ch the 3011V
DirectReflect-
inc® speaker is
far~ous. And you
ce” matchitto
virtua ly any
amoliier.

W= think that
onze you hear the
new Bose 901

IV Dir=ct/Reflect-
NJ® speaker,
ve_'llagree. The
revdlution has
evinlvad,

“There 15 a power limit in commercial applications. Foranformation, contact Bose Customer Service




While others are reaching
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It takes a sharpened sense of
technology to deliver innovation at
sensible prices.

Who else but Sony could man-
age it? We know turntables back-
wards and forwards. Even as far back
as 1966, we were surprising people
with our developments: that one, the
application of a slow-speed, servo-
controlled motor to turntables.

Today, we present the PS-X7, X6
and X5. Three fully automatic, direct
drive turntables that are a direct chal-
lenge to the competition.

And the competition will soon
find that we've got the features they
don't want to face.

The X-tal Lock.
Xact speed accuracy.

Good as it is, a traditional servo
system has two flaws. When playing a
record for a long time, it heats up and
you're continually forced to correct for
speed drift.

More critically, increased fric-
tion between the stylus and record
during loud passages can slow down
the speed. It will then fall into a range
wherein a conventional servo 1sn't
sensitive enough to read. But your
ear can.

Sony’s X-tal Lock system cannot
be accused of any of the above. Its
quartz generator serves to regulate
the servo. The speed is electronically
locked in. Impervious to changes in
temperature, load, or voltage.

Quartz can help Bach. Quartz
can help rock.

Our brushless and slot-less
is matchless.

Sony’s new motor gives brushes
the brush. The ring shaped perma:
nent magnet rotor and fixed coll
windings eliminate cogging.

f .—
el i |

r

=

The torque is high—and that's
not just talk.
Its rotation is smooth, and start-
up, quick.

The X-tal Lock system is worth
x-actly nothing, unless the right infor-
mation is relayed to it. Our system
uses a precise magnetic pulse signal,
recorded on the outer rim of the plat-
ter. An 8-pole magnetic pick-up head
receives it. Then transmits it to the
servo electronics.

Most systems base their infor-
mation on only one pole. By using
8—and averaging them—we get
above average accuracy.

Want functional
controls?
The case is closed!

Sony believes a dust cover
should live down to its name—it
should stay closed, protecting record
and turntable from dirt. You have im-
mediate access to the controls with-
out lifting the cover. (On the X7 and
X6, the controls are touch senstive.)

There's a lot more built mto
these machines; a lot more reasons
to look into them.

A safety clutch mechanism pro-
tects the tone arm against damage,
should you grab it while in motion.

And on the X7 and X6, an opti-
cal sensing system is included. It
automatically returns the arm at
record's end. (In the X7, a carbon
fiber tone arm.)

What's more, these turntables
are worth more dead, than alive.
Because their cabinets are made
from an acoustically dead material.
That way, acoustic feedback caused
by the speakers can't come back and
make the cabinet vibrate.

Vibration is also cut by our thick
rubber mat,-and heavy aluminum
platter Viscous filled rubber feet give
vibration the boot as well; the same
viscous material fills the rubber mat
on the PS-X7.

All this, so while you're vibrating
to the record, your turntable isn't.

Much has been engineered into
these turntables that we haven't men-
tioned, including lightweight tone
arms with a cast aluminum alloy
headshell.

So tightly built are they that we
didn’t even have room for one more
thing: bigger prices.

Cartridges are not included
Smw
© 1977 Sony Corp. of America. 9W. 57 St.,

N.Y., N.Y. 10019. SONY is a trademark of Sony Corp.

CIRCLE 50 ON PAGE 141



A short course in
shelf-improvement.

Hand-rubbed oiled oak

and walnut wood finishes
add a richness to your room.

Die-cast or injection mo!ded
frames on all drivers
for a solid, tight sound.

Special controls let you
equalize the speaker to
yOur rooms acoustics.

I"I'*‘H.;l ﬁl!ﬂ;lﬂrul

The quickest way to improve your shelf is
with the new Series Il from Altec Lansing. Each
speaker in the Series II line combines the best of
everything we've learned during the past 40 years
of making professional speakers for studios, con-
certs and theaters.

As you can see, we've given the Series Il a

lot of features you'd expect only in Altec’s most w

expensive speakers. Items like long-travel
woofers with non-degaussing ceramic
magnets; equalizing controls; molded

port tubes; and real wood finishes.

S 2

Molded port tubes enable more
exacting quality control of the

tuned enclosure, ensuring total
speaker-to-speaker duplication
of the lab standard.

Deep, long-throw woofer features
/ high-technology, sintered
. ceramic magnet structure.
/
’ /

bl R
ll-"ﬂd:a- - .
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What you can’t see (but you can most assuredly
hear) is the Series II’s high-efficiency design deliver-
ing the fullest sound possible, even with a receiver
or amp as small as 10 watts. Also, there’s the confi-

dence you'll have in knowing that we make every
major component and cabinet ourselves. Then
we back it all up with a full, 5-year warranty.

For the full course, send for our free, full-

line catalog and the name of your nearest Altec
Lansing dealer. Write: Altec Lansing
International, 1515 S. Manchester Ave..
Anaheim, CA 92803.

Altec Lansing. The #1 name in
professional speakers is coming home.




Aspen Tapes ltself

The world-renowned music festival establishes a recording institute
by Sedgwick Clark

SINCE ITS INCEPTION in 1949, Colo-
rado's Aspen Music Festival has at-
tracted some of the world’s tinest mu-
sicians, yet the performances in pasl
seasons have not been preserved on
professional-quality recordings. That
oversight was corrected this year with
the founding of the Audio-Recording
Institute: Students recorded the con-
certs using equipment contributed by
audio manufacturers under the tute-
lage of professionals in various as-
pects of the recording industry.

For Harold Boxer, music director of
the Voice of America and initiator of
the Audio-Recording Institute, the
course was imperative. Traveling
throughout the country for the VOA
to record every type of music from
rock to grand opera, he had found few
engineers adequately equipped to
record a symphony concert.

Aspen seemed the perfect training
ground. "l don’t know any other place
in the United States.” he says. “that
ofters the wide variety of live music-
making and combinations of instru-
ments to a person who wishesto study
recording, learn how to mix and bal-
ance, learn all about microphones and
how an orchestra is supposed to
sound.”

In previous years the Music Festi-
val's treasurer, Edgar Stanton, had
made recordings with two Neumann
U-87 mikes and an Ampex 600 port
able mono tape deck. In 1977 stereo
recordings were made, but with non-
professional equipment and a two-
mike pickup that did not capture the
back of the orchestra. No investment
in adequate gear had been made, says
Stanton, because “we just didn't have
the money.” Performers had been urg-
ing the administration to provide the
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means for better recordings for years,
however, and Aspen Dean Gordon
Hardy was receptive when Boxer ap-
pregehed him about the Institute.

Boxer’s next step was to ask manu-
facturers for loans of equipment.
From Ampex, he secured four half-
track, quarter-inch tape decks—three
ATR-102s and an ATR-702 portable
for “run-out” or “on-location” work
From Mic Mix came three Master
Room reverb chambers. Mixers were
borrowed from SSI (the eight-channel
stereo model) and Ampex (two AM-
10s). Monitoring gear included four
JBL 4311 speakers, a |BL 6223 power
amp, and a Harman Kardon Citation
11 preamp. Several mikes were avail-
able in pairs—Neumann U-87s, KM-
86i's and 84i's, and Electro-Voice RE-
15s and 10s—along with single AKG
160E and Neumann SM-2 stereo
mikes. Total worth: roughly $55,000.

I'he course—open to anyone regard-
less of background—had been filled
soon after its announcenient, the stu-
dents enrolling for varied reasons.
The manager of the Fort Wayne Phil-
harmonic wanted information to ap-
ply to the orchestra’s live broadcasts.
A pianist studying at Juilliard wanted
to learn his way around a studio. Oth-
ers had recorded in studios but sought
the opportunity to work in an active
concert situation

As the two-week sessions (four in
all) began on June 26, Boxer and his in-
structors found that the students’ di-
vergent needs and backgrounds re-
quired different approaches. Those in
the first and third sessions had little
musical or technical training. The sec-
ond one (which I sat in gn) was an-
other matter: Half of the class was
technical in orientation and half had

musical backgrounds—providing a
natural division for study and tor allo-
cation of recording assignments. As it
turned out, the technical/musical di
vision also separated the rock buffs
from the classical.

“The groups are like night and day,’
commented chief instructor Alan
Kefauver early in the course. “The
people in one are all technicians from
radio or television stations. They
know every spec and piece of equip-
ment on the market. But | can't get
through to them that the music is the
important thing, not the technique.

The thirty-one-year-old Kefauver is
director of recording at the Peabody
Conservatory of Music in Baltimore.
A French-horn player with four music
degrees, he spelled out his conserva
tive stance on the first day: "Classical
recording just doesn’t work with big
sixteen-track units. Never use two
mikes where one will do the job.”
Most of the technical wizards, with
their “fix it in the mmix" rock-recording
philosophy, were skeptical. Some
couldn’t resist flaunting their engi
neering skills, arguing with Kefauver
over the number of mikes to be strung.
One even suggested panning the bass
fiddles to the middle of the orchestra
for a centered bass sound in the mix.

The other students, well acquainted
with orchestral and chamber music,
primarily sought to capture the sound
as naturally as possible. Some took a
more active interest, following the
score during the performance and al-
tering balances for certain sections.
(This was against Kefauver's advice-
he felt that scores only distract from
the producer's responsibility for set-
ting levels and halances for a live con-
cert and leaving the rest to the per-
formers.)

Boxer, Thomas Frost of Columbia
Masterworks, and John Pfeitier of
RCA Red Seal had been billed as “tac-
ulty”™ in the promotional material.
Pfeiffer was unable to appear, Boxer
was in his Washington VOA oftice for
the first week of the session 1 at-
tended, and Frost (who was writing a
paper for the Institute on the aesthet-
ics, business, and future of recording
and how the medium has aftected
society) only briefly introduced the
course and spoke on one afternoon.
Yet only a couple of the students felt
shortchanged.

Apart from the daily recording of
concerts, the class heard several ex-
perts in the field. In the electronic mu-
sic workshop, Steve Horlich, an elec-
tronic music composer, introduced
the tascinated students to a pair of
Buchla synthesizers.

Most of the lecturers contined them-
selves to the technology of recording,
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Fine tune
yourr living room.

Wcod floors
. bounce highs.

Drapes Rugs
muffie lows. soak up lows.

Poorly placed speakers,
reflect highs. poor sound.

Your stereo probably doesn’t have the sound you thovght
you bought. Because you first heard it in a sound room. Unfortu-
nately, most stereos are set up in rocoms designed for Eving.

Not listening.

That's why you need a Sound Shaper® One or Two. Tha
frequency equalizers that re-shape music to fit your ears. And
your living room.

Sound Shaper One has ten frequency controls, five for each
stereo channel. And beautiful styling. Butif your system is more
sophisticated, you'll want Sound Shaper Two Mk1 with twenty-four
frequency controls (twelve for each stereo channel). Plus, internal
switching and monitoring. So highlight the vocal. Suppress the
bass. Wipe out the flute entirely. And if you want the professional
touch, get the new SLM-2 Sound
Level Meter. With it, sound levels
can be read directly on the Sound
Shaper Two, so no longer will you
have to run back and forth between
the listening area and the equalizer.

Without redesigning your
living room, turn it into a listening |
room. 5

b,

Sound Shaper’
One and Two

ADC PROFESSIONAL PRODUCTS
A D-B A Division of BSR Consumer Products Group
12 Route 303, Blauvelt, N.Y. 10913
A BSR COMPANY

-) - =8
<
e s

Distributed in 2 it . nd Shape a registerad trademark
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but Andrew Raeburn, a&r director for
New World Records, presented a
thorough description of what a pro
ducer does, from a&r to the pressings
stage.

Aspen music director Jorge Mester
articulated the pure-musician’s view-
point. To student queries about the
technical aspects of his recordings
with the Louisville Orchestra, he re-
peatedly answered, "I don't care.” He
completely trusts his producer, An
drew Kazdin, he said, and doesn't
think about technical details as long
as the resull sounds good. “The right
tempo” is his only concern. Mester
also feels that recordings have not af-
fected performance practice—a con
viction Frost disagreed with when he
spoke two days later. Their major ef-
fect, Frost said, was that performers
today are much less willing to take
chances in front of audiences used
to note-perfect studio recordings.

An esprit de corps had developed in
the class by the time a staged concert
version of Mozarl's Idomeneo was
done. The students had gone through
dress rehearsals with the singers and
stage crew and félt part of the produc-
tion. One was so enthusiastic that af-
ter the performance, on his way out to
the stage to break down the mikes, he
vigorously pounded the shoulders of a
rather disconcertéd Mester—as if the
conductor had just completed a forty-
yard end run

Control-room antics weren't unani-
mously appreciated, however. One of
the more serious musical students
complained about the “schiocky atti
tude” and commented: “We heard
Tom Frost lecture about how impor-
tant it is to be prepared, and 1 couldn't
help wondering if he eats pizza and
drinks beer during sessions t0o.” Even
though the students realized thatl
Boxer and Kefauver were responsible
forensuring high-quality records, they
would have preferred discovering for
themselves what sounded best. One
of them suggested that a congenial
soloist or quartet might have allowed
them to set up and adjust mikes dur-
ing a rehearsal

It is unarguable that the Institute
was successful. Next year Boxer hopes
to enlarge the staft and add to the
equipment. He also hopes to hold the
classes down to ten students each
which would likely require a rise in
the $200 tuition.

One student (probably the most in-
dustrious) summed up the experi
ence well: "People have a romantic
view of recording. Being able to work
with live concerts with this intensity,
you tind out that there’s so much in
volved in every concert—even a small
chamber group—and you learn not to
wasle professional musicians’ time.
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FOR ANYONE
WHO GAN AFFORD
PERFEGTION
THIS IS THE
PERFEGT SPEAKER.
THE NEW AR9.

The search for perfection never ends.
Maybe next year we'll be able to build Y
something even more to your liking Dy AT A TR ST
than the AR9. O A Abomesssecm

But right now, by present standards, there simply isn’t anything that
looks better on paper or sounds better at home than an AR9.

The AR9 1s a 4-way floor standing speaker, which incorporates a
kind of electronic automatic transmission to improve bass response.
From bass notes below the audible range, to over 20,000 Hz, its frequency
response curve looks flat as a Kansas wheatfield.

Compare it with bigger speakers that cost even more and you'll be
stunned at the difference you hear.

The AR9 is capable of painful sound pressure
levels. You can pump 400 watts per channel
through it (with the usual cautions —driven to
clipping 10% of the time; normal source material). ~ Truth In Listening

But most of all, the sound of it is simply staggering. Beyond
description really, with beautiful dispersion and precise stereo imagery.
Words and notes emerge from your own records you may never have
heard before.

At about $750 each, the AR9 is an expensive speaker.

But, if you can afford perfection, it’s the bargain of the century.
“P"TELEDYNE ACOUSTIC RESEARCH
NOVEMBER 1978 CIRCLE 2 ON PAGE 141 | o o " Sl




HiFi-Crostic

No. 40

(Schubert)

by William Petersen
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INPUT OUTPUT INPUT OUTPUT
A. Quaret No. 14 (4 wds.) 14 98 58 144 138 20 199 173 O. Defeals utterly 191 64
P. Mattiwilda . fe- 110 71
G 1 1
) ® ED e & 22 22 corded Schubert on Euro-
pean labels
48 108
Q. With Word S.. two 1817 74 a3
B. "Von 1815 song 139 102 150 overtures (3 wds.)
1o a Kosegarten text
C. 1817 song to a Schiller 7 1 1
text ¢ 109 82 2 me SERSS R. English country dance in 83 59
2/4 time; Schuben wrote
D. Piano quintet 115 195 148 45 70 66 for piano
E. Poet of the first half of 18 89 28 137 69 178 197 111 S. See Word O 133 100
Schwanengesang cycle
B jedem.”” 1819 T. German tenor, recorded 76 146
N—. G/e' ) 167 26 41 4 106 194 145 36 Schubert songs on_ Lyr
ichord
G Festival En- 166 103 53 135 29 79
semble, recorded Word D U. 1822 song to a Goethe 34 162
on Turnabout text (2 Ger. wds.)
H. German baritone. re- o1 129 169 49 1 1 k7] 63 v h N
corded Winterreise on » ST, G 21 172
Seraphim (full name)
101 149
$C
| Bustle 96 127 202 140 .
W. Defendant in 1925 trial In 177 186
Tennessee
J. 1828 offertory for tenor 37 117 90 66 143 184 196 156
and chorus (2 Lat. wds.}
16 47 5 X. Full name of the D. in 142 80
) Schubert's thematic cata-
. I
K. British poet of “"Annot 185 39 132 72 159 9 187
Lyle’s Song’
L. Karl author of 141 124 43 182 84
play Franz Schubert .
Y. A vote against 75 g5
M. Composer 10 whom Schu- 126 61 180 131 155 22
bert dedicated his last Z. Festive
94 113
three plano sonatas
N. 1815 song to a Goethe 200 114 44 35 19 151 5 183 ZZ. Unrecorded German 119 46
text (2 Ger. wods ) Dutch concert specialist in
Schubert songs
175 136 163 86 105
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Solution to last month's HiFi-Crostic appears on page 11,

DIRECTIONS

To solve these puzzles—and they
aren't as tough as they first seem
supply as many of the Output words
as you can in the numbered dashes
following the Input. Unless otherwise
specified in the Input. the Output con-
sists of one Enghsh word Comp
means compound. or hyphenated,
word

Transfer each letter to the square
in the diagram that bears the corre-
sponding number. After only a few
correct guesses you should begin 1o
see words and phrases emerging In
the diagram, which when filled in will
“ontain a quotation related to music
recordings. ofr audio

The words in the quotation are
separated by darkened squares and
do not necessarily end at the end of
a row

Try to guess at these words and
transfer each newly decoded letter
back to its appropriate dash in the
Output  This will supply you with
furtner clues

A final clue The source of the
quotation — the author and his work

wili be spelied oul by the first letters
in Output. reading down

The answer to Hifi-Crostic No. 40
will appear in next month's issue of
HIGH FIDEUTY

68 134 85

24 189 128

192 10 30 165 104 181

7 42 118 158

51 9 201 168 179 3
153

112 13 57

176 38 17 120

97 130 12 154 62 174

78 107 15 92 50 160

0 {, E 5- 8 67

77 147 157 193

125 87 25 52 123 99

31 40 171 198 164 60
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6

21 55

33 161 81
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insert this side into recorder 4 Do not touch the tace inside
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You know us best for our reputation in audio. In
fact, it’s audiophiles like you who hav2 made TDK
SA the best-selling High bias cassette in America
today. But here’s scmething you may not know: the
same Super Avilyn engineering princ:ple that
revolutionized audio cassettes is in TDK'’s equally
revolutionary new Super Avilyn video cassettes.
No wonder that TDK Super Avilyn is the first
4-hour capability video cassette to b= quality
approved by the people who know: video cassette
recorder engineers. And even less wonder

that Super Avilyn makes:-possible an
image so sturining, you will feel as
though you are sitting in the
broadcast studio.

What's more, TDK's strict quality
control works to give you low wear
on delicate video heads. virtually
non-existent oxide shezding, and no
problems with tape strezching, even
with repeated playback.

That’s because TD= Super Avilyn
video cassettzs are an zctual compo-
nent of the system, not just an
accessory. Our tape is boused in a
precision, jam-resistant mechanism,
for y=ars of consistent high quality
video reprodiction. And TDK Super
Avilvn VHS video cassattes are
compatible with all VHS machines,
both those with short-a_ay (2-hour)
capability and those w-th short and
long-play (4-hour) opt:ans.

TDK Super Avilyr. VHS video
cassettes: model VA-T59, for one and
two-hour recording; mcdel VA-T120,
for two and four hour recording.

If you like things to lock as good as
you like them to sound, take a look.

TDK Elzactronics Corp., Garden
City. NY 11530. In Ca=ada: Superior
Electronics Ind., Ltd.

STDIK

The Machine for your Machine. ©




Introducing

the act that follows a tough act to follow.

The TEAC A-3340, the world's most
popular Multitrack Deck, has just
been upstaged. And it wasn't easy,
considering the acceptance (and
features) of the A-3340.

WE BEGAN BY SIMPLIFYING
SWITCHING PROCEDURES
DRASTICALLY.

Now, you can concentrate more on
your music and less on the
mechanics of recording.

Instead of the old Rec Mode, Sync
and Monitor switches, there is now a
simple Function Select feature. So
instead of having to simultaneously
activate many different switches on
each track—TAPE/SOURCE
PLAYBACK/RECORD, and dbx®
ENCODE/DECODE —all functions
are now controlled by a single
Function Select button.

The new TEAC A-3440

NEXT, WE BUILT IN MORE
MONITORING FLEXIBILITY.

A headphone mixer is an integral
part of the A-3440. Plug in your
headphones and you can listen to
any or all four tracks, and get a
mono mix. An independent level
control means you can adjust the
mix volume.

AND THEN, WE ADDED
DBX CAPABILITY.

The A-3440 accepts an optional dbx
unit, so you can add up to 30dB to
the overall signal-to-noise ratio. (As
mentioned, it's automatically tied to
single Function Select button.)

FOR A FINAL TOUCH, THERE'S
NOW A PITCH CONTROL.

The built-in pitch control gives you
special effects by slowing down or
speeding up the tape by 5%. It also
means you can add instruments days
or weeks after your initial recording,
and tune the tape instead of tuning
the piano.

AND, AS THEY SAY IN THE ADS,
MUCH MUCH MORE.

Micro-Switch Transport Controls,
with optional remote, highly stable
DC servo-controlled capstan motor
for an absolute minimum of wow and
flutter, expanded-scale VU Meters
and all the time-proven and studio-
tested features that came with the
A-3340 are still yours on the A-3440.

So visit your nearest TEAC dealer
and catch the newest act from TEAC.

TEAC

First. Because they last.

TEAC Corporation of America
7733 Telegraph Road
Montebello, CA 90640

odbx is a trademark of dbx, Inc.



The sound processors from TEAC.
They take your act way beyond the limits of “live”

GE-20 Equalizer

Live music recorded directly onto
tape has its limits.

Limits of instruments, limits of the re-
cording environment, limits of time.

With the Sound Processors from
TEAC, music becomes like sculptor’s
clay. It can be molded and shaped,
made perfect according to your own
special inner vision, made perfect
through experimentation, made per-
fect at your convenience.

The Sound Processors let you
equalize, mix, monitor, control. You
can alter, refine and improve your
music until the idea and the reality
are the same.

EQUALIZE

TEAC's GE-20 Equalizer was de-
signed for recordists, not the audio-
phile. Each channel has an input
level control and input overload LED
to guard against distortion. Two out-
put level controls, plus a switchable
output level meter, lets you monitor
the signal from each channel.

While some other equalizers use
wound coils, the GE-20 uses opera-
tional amplifier synthesized inductors
which eliminate externally induced
hum and noise no matter what EQ
settings you use.

Model 2A Mixer

The two channels of the GE-20 are
totally independent of each other and
can be bypassed individually. You get
ten bands of EQ per channel, one
octave per band. Level controls can
be set from +10 to —10dB.

As compact as it is versatile, the
GE-20 can stand alone or be rack
mounted.

MIX
The TEAC Model 2A Mixer gives you
control of volume, tone, blend and
spatial positioning of instruments. It
handles six mic or line inputs and
drives four outputs.
The Model 2A Mixer is an improved
version of the famous Model 2. Sepa-
rate bass and treble contrcls have
replaced hi and lo-cut filters and
each channel has an independent
pan control. The Model 2A also in-
cludes a master fader conirol, plus
four Accessory Send/Receive, and
four Buss-in jacks.

'MONITOR

The TEAC MB-20 Meter Bridge gives
monitoring flexibility to any mult-
track setup, but it's ideally suited to

Bed o hip =%

MB-20 Meter Bridge

the Model 2A Mixer. It meters up to
four line level signals and has a
built-in 4 x 2 monitor mixer, plus buss/
tape selectors for each channel.

~ CONTROL

The Sound Processors from TEAC let
you participate fully in the making of
your music. All the choices, all the
decisions are yours. You're in control.
These Sound Processors were
created by TEAC based on the expe-
rience we've gained in creating and
building on the whole idea of home
multitrack recording. More Sound
Processors and other multitrack
equipment are on the way.

The Sound Processors from TEAC.
They're at your TEAC dealer now.

TEAC

First. Because they last.

TEAC Corgoration of America
7733 Telegraph Road
Montebello, CA 90640
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Here’s another Empire 698 Turntable
dashing off the assembly line.

It takes 15%2 hours to make an Empire turntable.

Each one stands over 80 separate inspections before
it reaches the end of the line.

And after the assembly is done, we test it some more.

Wow and flutter, rumble, and speed accuracy are
electronically confirmed to meet specifications before

final approval.
It's not a fast way to finish a turntable, but it's a great

way to start one.

Empire Scientific Corp., Garden City, New York 11530
CIRCLE 23 ON PAGE 141




A CONSUMER’S GUIDE

R LR
pres

SPEED SELECT, ————== J8
SPEED ADJUST. ————=2=

Preparation supervised by

Robert Long, Harold A. Rodgers,

and Edward J. Foster

Laboratory data (unless otherwise noted)
supplied by CBS Technology Center

ANTISKATING ADJUST.

SINGLE/REPEAT
CUEING

START/STOP

A Worthy Automatic by Dual

Dual Model CS-621 single-play-plus-repeat automatic turn.
table ensemble. Dimensions: 16% by 14Y2 inches (base). 6
inches high with cover closed; 9%z inches additional clearance
at top and 2 inches at back needed with cover open, approx.
3Y,-foot audio cable. Price: $300. Warranty: “limited,”” two
years parts and labor. Manufacturer: Dual, West Germany,
U.S. distributor: United Audio Products, 120 S. Columbus
Ave., Mount Vernon, N.Y. 10553.

Dual's CS-621 is a fully automatic (though still nonchanger)
version of its popular semiautomatic 604. Its tone arm has
Dual's four-point gimbal mount and tuned antiresonance
counterweight. A speed-regulated DC motor powers the direct
drive. The turntable will play a single disc either once or repe-
titively.

The 621 offers two speeds and a pitch control that provides
a total range from approximately a semitone sharp to a little
less than a semitone flaf at each speed. When speed is precise
at 33 rpm, it requires some readjustment at 45, but the strobe
makes that very easy. And more important, the speed is unaf-
fected by the voltage over the test range. Weighted peak flut-
ter is excellent, ARLL-weighted rumble is very good.

The straight tubular arm with offset headshell is in Dual’s
most recent tradition. Its four-pivot bearings are essentially

NOVEMBER 1978

frictionless, and auto trip requires negligible force. A long coil
spring mounted directly at the pivot provides tracking force.
The gauge, calibrated in 1/10-gram increments to 1Yz grams
and then in Ya-gram increments to 3 grams, is dead accurate
at all the Y2-gram points checked in the lab. Antiskating force
is set separately for spherical, elliptical, and *‘CD-4"" styli, with
a linear relationship between the scale markings and the ac-
tual forces involved in each case.

When fitted with a Shure V-15 Type Il cartridge, the tone
arm resonates at frequencies below the ideal range, but the
resonances are very well damped. (One of the two mechanical
filters in the counterweight is tuned to damp motions induced

REPORT POLICY Equipment reports are based on laboratory measure-
ments and controlled listening tests. Unless otherwise noted, test data and
measurements are obtained by CBS Technology Center, Stamfqrd. Connecticut,
a division of Columbia Broadcasting System, Inc., one of the nation's leading
research organizations. The choice #f equipment to be tested rests with the
editors of HIGH FIDELITY. Samples normally are supplied on loan from the manu
facturer. Manutfacturers are not permitted to read reports in advance of pub-
lication, and no report, or portion thereof, may be reproduced for any purpose
or in any form without written permission of the publisher. All reports should
be construed as applying to the specific samples tested; neither HIGH FIDELITY
nor CBS Technology Center assumes responsibility for product performance or
quality.
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Dual €$-621 Automated Turntable

Speed accuracy no measurable error for either speed

at 105 or 127 VAC when set exact

at 120 VAC

Speed control range

at 33 -481to +6.0%

at 45 -4.1to +59%
Weighted peak flutter (ANSH)

average 0.04%

maximum 0.07%
Total audible rumble (ARLL) -63 dB

Stylus force gauge accuracy no measurable error

Arm friction negligible

Stylus force required tor automatic trip
0.18 gram

Tone-arm resonance & damping (with Shure V-15 Type IIt)
5 Hz lateral, 62 Hz vertical; 1% dB rise

by record warps: the other is tuned to absorb energy in the
range of the suspension resonance.) A pickup with a lower
compliance than the Shure's (which is very high) will, of
course, raise what arm resonance remains away from the
warp-frequency range.

Assembling the CS-621 for operation is done simply by loos-
ening three transit screws and slipping the dust cover into
slots in two spring-loaded hinges. The cover will remain in any
position from closed to fully open, and the spring tension ad-
justsvia knurled knobs. As with Dual tone arms in general, the
cartridge is mounted to a holder that slides and locks into the
vestigial headshell. Stylus overhang is adjusted (using the
gauge supplied) prior to mounting the holder to the arm. The
gauge leaves little room for the brush assemblies fitted to
some pickups, so these may have to be removed during

Pioneer’s Super

Pioneer Model SX-1980 stereo FM/AM receiver in walnut-
veneered cabinet. Dimensions: 22 by 8% inches (front panel).
17%2 inches deep plus clearance for controls and connections.
Price: $1,250. Warranty: ““limited, '’ two years parts and labor.
Manufacturer: Pioneer Electronic Corp., Japan, U.S. distribu-
tor: U.S. Pioneer Electronics Corp., 85 Oxford Dr.. Moonachie,
N.J. 07074

In the latest lap of the Receiver Power Grand Prix, Pioneer is
among the leaders with the SX-1980, rated at 270 watts (24%
dBW) per channel. Whether such a receiver offers any tan
gible advantage over one rated at Y dB less (250 watts) or suf-
fers any noticeable lack of oomph compared with 2 dB more
(300 watts) we'll let you decide. But it is certain that one no
longer need go the separates route to provide abundant
muscle in the system.

The tuner portion of the SX-1980 ranks with the best. The
sensitivity is outstanding and the quieting curve extremely
steep. Noise i1s suppressed to -50 dB with mono inputs at a
level at which many tuners barely manage -30 dB. In stereo,
too. equivalent quieting requires exceptionally little signal. At
the ends of the band, the sensitivity diminishes a trifle but not
by more than 12 dB in either mode. Ultimate signal-to-noise
ratios (measured at 65 dBf) are excellent.

The IF bandwidth. which is nonadjustable. seems like a
good compromise between selectivity and midband harmonic

mounting. The adjustment slots in the holder are quite wide,
and care must be taken to orient the cartridge properly.

The cue height is adjustable, and although the feel of the
cue control is very light, the arm motion is well controlled both
on the way up and the way down. It also is accurate: The stylus
returns within one groove of where it left.

We clocked the reject time of the CS-621 at slightly over 6
seconds; 9 to 10 seconds separate the pushing of the start le-
ver and the first sounds from a speaker. In the continuous-
repeat mode, the unit cycles in less than 8 seconds.

For our listening tests we used a pickup that delivers an arm
resonance of approximately 8 Hz with the Dual. We found no
difficulty in raising or lowering the dust cover with a disc play-
ing. Since all controls on the turntable lie within the periphery
of the cover, this is an important consideration fqr those who
insist on closing the cover during use—a practice we avoid to
prevent static charge from influencing tracking force. The
suspension pravides shock isolation that proves very good in
the horizontal plane but no better than fair in the vertical; a
thump on the floor readily induces groove skipping. As the
measurements suggest, rumble and flutter are inaudible.

Although the lab data indicate that the mechanical filters
on the Dual arm are effective in absorbing energy at the fre-
quency of arm/cartridge resonance, the effects of record
warps are not, thereby, totally nullified. You probably won't
get into trouble using the CS-621 with a high-compliance
pickup, but one with moderate compliance could be expected
to do an even better job of tracking warps. Placement on a
rigid, vibration-free shelf to minimize vertical motions trans-
mitted from the floor is a good idea with any turntable and a
near requirement with this one.

The Dual CS-621 delivers utterly smooth and quiet oper-
ation. Speed stability and flutter are so good that further im-
provements would yield no audible benefit, and rumble is not
too far behind. In the fully automatic, single-play sweep-
stakes, the 621 looks competitive indeed
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Superreceiver

distortion. Intermodulation distortion is even lower than THD.
The automatic pilot-canceling circuit (as opposed to the
once-standard pijlot filter) does an excellent job of suppress-
ing stereo-multiplex by-products while preserving frequency
response and stereo separation—the latter, in particular, at a
level that few receivers or even separate tuners can match—
all the way to the 15-kHz limit of FM transmission; the fre-
quency response is almost the same in mono and stereo.

The SX-198C meets its power rating with a smidgen to
spare when both channels are driven. At rated power, the dis-
tortion barely reaches half the tight 0.03% spec. But while the
power is abundant, little remains in reserve; dynamic head
room is just % dB. Like many separate superamps, moreover,
the power amp section requires that the AC input really stay
at 120 volts (which domestic supplies seldom do) for the full
rated output. But in such amps the high power rating is itself a
form of headroom—a hedge against the demands of musical
peaks and reduced voltages in the power distribution system.

Low-frequency damping factor is adequate for any speaker
we know of. Sensitivity and signal-to-noise ratio are good on
all major inputs. and the phono-overload level is adequate for
just about any cartridge. Phono equalization remains exact
from 100 Hz to 20 kHz and falls no more than 1 dB at 20 Hz
The subsonic filter essentially has no effect on music.

Two sets of bass and treble tone controls are provided. The
11-position 100-Hz control induces a shelving response that

Hi1GH FIDELITY MAGAZINE



FM MUTING (ON/OFF)
FM Eq. (75/25 nSEC) oo
FM MULTIPATH (see text) ——

FILTERS (15 HZ, 8 KHZ)
LOUDSPEAKERS (A, B, C)

AUX
PHONO 2/MKE
PHONO 1

HEADPHONES

AC POWER

BASS (50 HZ, 100 KHZ)
TONE ON/OFF
TREBLE (10 KHZ, 20 KHZ)

TAPE COPY (ON/OFF}——
TAPE MONITOR (1, 2)

ADAPTER (IN/OUT)

reaches + 13 and -14Y2 dB at the lowest frequencies, hinging
from a 400-Hz turnover point. To this can be added the 5-po-
sition 50-Hz control that provides a spread of + 3 dB at 50 Hz
and + 8to-9dB at 20 Hz. At the high end, the 10-kHz control
reaches +10and -11 dB at 20 kHz from a 1.5-kHz turnover,
and approximately +5 dB additional is offered by the 20-kHz
control. The loudness contour boosts both the bass and treble
ends of the spectrum.

Tape dubbing in either direction between two decks can
take place whatever input is being monitored. An external
processor loop inserts your choice of a signal-conditioning
add-on into the circuit; should you go for a Dolby decoder, the
FM de-emphasis can be changed to 25 microseconds via a
pushbutton. Other accessories can be added between the
preamp and power amp by disconnecting a back-panel link.

A choice of 10.000, 50,000, or 100,000 ohms is available
for resistive termination of phono cartridges, with capacitive
shunts of 100, 200. 300, and 400 picofarads available as well.
A rear-panel slide switch activates an RF-suppression filter in
the phono circuit to silence any of your intrusive “‘good bud-
dies.” Dual power meters indicate the output power (as usual,
into 8-ohm loads, requiring interpretation with respect to the
loudspeaker's actual loading) both in watts (0.01 o 540) and
in decibels (-40 to + 3 relative to the 270-watt rating). Three
pushbuttons enable selection of any two of three sets of
speakers in combination: an attempt to make ‘‘unauthor-
ized" use of all three will elicit stony silence from the receiver.

The extremely good sensitivity of the FM section not only en-
abled us to receive more stations in our area than usual, but
brought in several that had been only marginal on other re-
ceivers with lower distortion and improved quieting.

The signal-strength and tuning meters are both adequately
sensitive, though the latter is redundant with Pioneer’s Auto-
matic Phase Control and Touch Sensor tuning system. As the
receiver is tuned within 10 kHz of the station, a red LED FINE
TUNE lamp ilfluminates. Releasing the tuning knob causes the
receiver to home in on the station precisely—a condition indi-
cated by a green QUARTZ LOCKED LED. The system works very
well in practice. although in our tests there were a couple of
spots in the band at which the tuner registered “‘lock’ when
receiving noise. Tuning remains stable except when the effort
i1s made to bring in a very weak station adjacent to a very
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TUNING

PHONO 1 LOADING:

CAPACITATIVE (100/200/300/400 PF)
RESISTIVE (10K/50K/100K OHMS)
MIKE INPUT

MUTING (0/-20 DB)

VOLUME
BALANCE

LOUDNESS (ON/OFF)
MODE (STEREG/MONO)

INPUT IN MICROVOLTS
055 17 55 17 55 170 5850 L7K 55K 17K 85K

0
—10 FM SENSITIVITY & QUIETING CHARACTERISTICS
- STEREO SENSITIVITY MONO SENSITIVITY
> {for -5D dB noise) (for -50 dB noise)
=20 R 35% dBf at 90 MHz 13 dBf at 90 MHz
{ 341 dBf at 98 MHz 12% dBf at 98 MHz
= 0 36 dBf at 106 MHz 14 dBf at 106 MHz
=30 ! STEREQ THRESHOLD: 15 dBf
L ! - MONO NOISE: -50 dB for 12% dBt
S —40 P! (STEREO MOISE: -50 dB for 34%% dBf
= \
\ ’/ -~
—50 N
—60 \\\ $X-1980 (1)
=70 \\
0 10 20 30 40 50 60 70 80 90 100
INPUT IN DBF
OUTPUT IN DBW
0 3 7 10 13 7 20 23 21 30
02 S
INTERMODULATION CURVES | i
! ]
| /
]
3 - B
= )
= | i
B 1
2 i
= | ¢
= i
= ‘L '
£ 0, '
LaJd
a-0.005

8-0hm 19ad: <0.015%, 0 dBW (1 watt) to 24% dBW (276 watts)
_______ 4-0hm load: <0.050%, -6 dBW (0.25 watt) to 23% dBW (240 watts)
o 16-0hm load: <0.009%, 0 dBW (1 watt) to 22 dBW (162 watts)
$X-1980 (5)
1 2 5 10 20 50 100 200 500 1K
OUTPUT IN WATTS

59



60

Pioneer Model SX-1980 Receiver
Tuner Section

Capture ratio 1% dB

Alternate-channel selectivity 72 dB

Frequency response

mono + %, -% dB, 20 Hz'to 15 kHz
L ch + %, -% dB, 20 Hz to 15 kHz
R ch + %, ~% dB, 20 Hz to 15 kHz
Channel separation 38 dB, 20 Hz to 15 kHz
THD Mono L ch R ch
80 Hz 0.075% 0.11% 0.013%
1 kHz 0.065% 0.013% 0.013%
IM distortion 0.055%
19-kHz pilot -66 dB
38-kHz subcarrier -68 dB
S/N ratio (at 65 dBf)
mono 76 dB
stereo 67 dB

Amplifier Section
Manufacturer's rated power  24% dBW (270 watts)

Power output at clipping (channels driven simultaneously)

L ch 24", dBW (280 watts)
R ch 24", dBW (280 watts)
Dynamic headroom Y dB

Frequency response + 0, -1 dB, 10 Hz to 40 kHz
+0, -2% dB, below 10 Hz to 100 kHz

RIAA equalization +0.-1dB, 20 Hz to 20 kHz

Input characteristics (re 0 dBW (1 watt); noise A-weighted)

Sensitivity S/N ratio
phono 1 0.165 mV 77 dB3
phono 2 0.160 mVv 77 d3
mike 0.47 mVv 64 dB
aux 6.45 mV 89%: dB
tape 1 6.70 mV 89": dB
tape 2 6.80 mv 89": dB

Harmonic distortion (THD + N; 20 Hz to 20 kHz)
at24'% dBW (270 watts) L ch: <0.015% R ch: <.0.014%
at 10 dBW (10 watts) L ch: <0.013% R ch: <0.014%
at4% dBW (2.7 watts) L ch: <0.020% R ch: <0.021%

Phono overload (clipping point) 330 mV at 1 kHz

Damping factor at 50 Hz 57
High filter -3 dB at 8.3 kHz, 12 dB /octave
Low filter -3 dB at 19 Hz; 6 dB/octave

NEW MEASUREMENT STANDARDS

In making comparnisons between current reports and those published in
the past. readers are cautioned to pay particular attention to the reference
levels and similar test criteria cited. S/N ratios for electronics, in par
ticular, are measured very difterently now that we have adopted salient
features of the new IHF amplifier-measurement standard. While we be-
ieve that the new technique (which also implies a saner approach to
loading of all inputs and outputs) will result in measuremers that more
pertectly reflect audible, in-use effects. they cannot be compared directly
fo the numbers resulting from the former, more conventional lab meas
urements

strong one. In this case, thanks to the very narrow lock range,
we find we can defeat the system by tuning very slightly away
from the stronger station. And on the vast majority of sta-
tions, the lock system produces excellent results.

The muting circuit effectively elimipates interstation noise,
but spinning the dial through a cluster of stations will cause
the audio to cut in and out. When the MULTIPATH button is de-
pressed, the muitipath distortion is presented through the
loudspeakers and the signal-strength meter continues to indi-
cate the total effective signal level. Thus the antenna can be
oriented for minimum multipath (that is, minimum output to
the speakers) and adequate signal strength (on the meter) si-
muitaneously, which some switchable-meter systems cannot.

The dual tone controls provide plenty of boost for those who
want it as well as precise adjustment for those inclined to sub-
tlety. Used in combination, they can simulate the effect of a
broadband equalizer. The effect of proper (or improper)
phono-cartridge loading is made manifest by manipulating
the phono-load switches. When set to match the cartridge in
use (the owner's manual suggests the appropriate settings
for the major cartridges), the phono section of the SX-1980 is
indeed excellent. Engaging the RFI filter produces a slight
high-frequency coloration. but one we think we could live with
when the defensive function of the filter is called for; it was
not needed during our test period. so we got rfo fix on its effi-
ciency in suppressing RFI.

The investment in an SX-1980 is certainly substantial, but a
system composed of separates with the same power capabil-
ity, control flexibility, and tuner performance would be vir-
tually impossible to assemb|e for a comparable cost. (And, if it
could be, shopping around for it might take quite a while.)
Anyone interested in such a system owes himself an audition
of the SX-1980. Pioneer has truly put it all together.
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No. 1 Performer of a
New Pickup Breed

Acutex M-320-111 stereo/CD-4 phono cartridge, with STR
multiradial diamond stylus. Price: $175. Warranty: “limited,”
one year parts and labor. Sole distributor: Acutex Interna-
tional, 246 W. Broad St., Falls Church, Va. 22046.

The birth of an audio company most often is an event noticed
only by a keen-eyed few as, typically, yet another group of in-
spired zealots launches a sparse product line that it hopes will
expand enough to command some attention in the market-
place. Instances in which a company emerges mature like
Diana from the head of Jove are relatively rare. The introduc-
tion of six phono cartridges, ranging in price from $35 to
$175, by Acutex International is just such an instance; and it
excites considerable curiosity. Accordingly, we chose to test
the top model of the series.

The most prominent attribute of the Acutex line is its sepa
ration—which, in fact, turns out to be better than average. A
novel (and patented) induced-magnet system usirig three
poles is designed to fix the stylus pivot point and reduce un:
wanted crosstalk and distortion. Model 320 and, just below it
in the line, Model 315 use a Special stylus shape designated
STR (for Symmetrical Tri-Radial) and claim bandwidth to be-
yond 20 kHz. The latter claim was not addressed by our test-
ing procedures.
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The range of recommended load resistance for the M-320-
Il is 30,000 to 100,000 ohms, but since most consumer
equipment usesa 47,000-ohm load in the phono section, that
value was used for the lab tests. Tracking force used was 1.2
grams, the mean of the recommended range and slightly
higher than the minimum force at which the pickup could
track the sweep test. Output voltage for a standard level of
groove modulation is fairly high, and at 1 kHz the two chan-
nels match very well indeed.

Frequency response remains within the claimed % dB of
flat from 20 Hz to 9 kHz—at which point some factor, perhaps
related to the interaction between the stylus tip and the vinyl
of the test disc, begins to produce a modest peak centered
slightly below 20 kHz. (The Acutex specs, according to infor-
mation supplied by the company, were derived from measure-
ments with a different test record.) The resonant effects of
this interaction also degrade the high-frequency separation a
trifle by comparison to the manufacturer’s spec.

That results measured in this region vary with the test disc
is now fairly well established. Thus the fact that this cartridge
appears to fall short of its specs when measured with the CBS
STR-170 neither alarms us nor leads us to conclude that it
cannot perform as claimed on another disc. (For practical pur-
poses, we note that the vinyl of music records is at least as
variable as that of test records and that measurements as fine
as those necessary to evaluate a cartridge of this class can be
upset by minuscule errors in mounting.) The point, in any
event, is that the measured performance still is excellent.

Low-frequency behavior of the Acutex is close to exemplary.
The resonances in the SME arm are close to the ‘‘ideal”
points—particularly the vertical plane, which is apt to be the
more troublesome when it is excited by warps. Both reso-
nances seem fairly well damped. We would expect most high
quality arms to coexist with the Acutex very successfully; only
in extremely low-mass arms might there be any question of
the resonance impinging on the audible range, and only in ex-
cessively massive ones could it be forced down into the worst
warp-frequency range.

In tests of tracking ability, the pickup ran the gauntlet well.
Unusually for cartridges these days, the vertical tracking
angleis righton at the “‘standard’” 15 degrees. IM distortion is
very good and much lower than average. The square-wave
trace reveals fast rise and fall times, well-controlled over
shoot, and ringing that, while rather pronounced, lies about
an octave above the highest audible frequency.

Installed in a turntable, the M-320-1l1 tracks warps well and
does not seem unusually sensitive to acoustic feedback or vi-
brations transmitted from the floor. Its sound while reproduc-
ing music is sufficiently neutral to elude description—a plus,
inour opinion. The upper treble region is a trace brighter than
with some other cartridges, yet when we compare the sound
of the M-320 with that of an esteemed member of the compe-
tition we find that—though the two do not sound quite alike—
there is no obvious reason to prefer one to the other. Whether
traceable to the high separation or not, the stereo image has a
superior sense of detail and depth. All the discs we played,
direct-cut, digitally mastered, or garden-variety, were ex-
tremely well reproduced.

At the bottom line, the Acutex M-320-111 strikes us as an ex-
cellent pickup. It is astonishing that a newcomer could so
readily elbow its way in among the leaders. (Credit for its qual-
ities belongs, according to the company, to the patented
transducer design; we are more interested in results than in
means.) In general, the M-320 sounds as good as any pickup
around. For particulars, you should go and listen for your-
self—it's well worth the trouble.
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Square-wave response

+10

+5 FREQUENCY RESPONSE M-320- 11l STR
0 - e
" left channek: +3, % dB. 20 Hz to 20 kHz

-5 _____Right channel: +2%, -% d8, 20 Hz to 20 kHz
810 CHANNEL SEPARATION
= ———Left channel: >24% dB, 110 Hz to 10 kHz; >21 dB, 20 Hz to 20 kHz
wi =15 ____Right channel: >24% dB. 110 Hz to 9.8 kHz >18 dB, 20 Hz to 20 kHz
S-20 0 -~
[-W
w
&

-35 \\\\\ ’,/

Test records: STR-100 to 40 Hz, STR-170 above™ ~ ==~

20 50 100 200 500 1K 2K 5K
FREGUENCY IN KZ

10K 20K

Acutex M-320 Il STR Phono Pickup
Sensitivity (at 1 kHz) 0.96 mV per cm/sec
Channel balance (at 1 kHz) +% dB
Vertical tracking angle 15
Low-trequency resonance (m SME 3009 arm)
vertical 4 dB at 88 Hz
lateral 4 dB at 8 Hz

Maximum tracking level (re RIAA 0 VU; 1.2 grams VTF)

300 Hz +18 dB
1 kHz +9 dB
Weight 6.85 grams

Tip dimensions
tip radii
scanning radius

6.27 by 10.44 micrometers
7.52 micrometers

Correction

Our review of the ADC XLM k. Il phono pickup (September)
credited it with ADC's Aliptic stylus configuration used on the
ZLM. The XLM's is. in fact. a nude elliptical diamond mounted
on a tapered cantilever
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Power. With distcrtion so low it's more than inaudible,
it's barely measurable. That isn’t news. Its Technics.

T Min. RMS Pewer Per
Channel into 8 Chms
~om 20Hz- 23kHz

*IHF 75 standarg

Sterec
Receivers

SA-800
SA-700

Faied Powzr (Max) | Sterec— 5008

Phoe S/N
» G0Omw HF A)

97cB
95¢B
95d8
9‘./“8
90uB

Look at the chart. Thats Technics, too. Surprsingly

good performance that comes as no surprise.

B
+12

10
+10

a8

-he low-bocst switch and the bass control, you
<an accentuate drums and bass instruments with a
minimum of booeminess. Or use the treble high-
boost switct o aring out the brilliance in both vocals
and instrumertals by >oosting the frequencies starting
at 2 kHz, all tha2 way up to 30 kHz.
You can ais> decrease the bass response starting
a1 100 Hz, or arsenua:e high-frequency response,
tkereby supprassing Fiss and other noise. And with |
1t e SA-1000 shown below, there’s a midrange control
w'th a variable center frequency adjustment. So you “l

7

R 11 =1 €an isolate any frequency :

+6

+2
]
—&

+10

>

i

-

: i

4 ] 141

! 5 kHz. Then boost or

A= between 250 Hz and _|

v

4
4

+

~Ob—+—44++— 2501 1hk—+§
I o ) 1

7

20 50 180

|

.
—
-

i attenuate it, according
=~ [[IT1 to your needs.
T i Still, you don’t have

-t

il st 1 to buy our most power-

el 1) 1 i H
it t = ful receiver to get our

300 700 2xXx

320 73) X 5k 10k

w6 700 & = ax s Jw Mmost sophisticated

Hz z -z
Bass Control characterist:cs 0Low Baos : Om)  Mudrznge Tentrol characteristics (varable range) Tretse Control charactari-tee (High Becst: On) Cil’CUitI’)’. Because every

Still, you expect the vnexpected from Technics and

with Acoustic Control that’s just what you get. With

Technics recziver has direct coupling, conservatively
rated power supply casacitors, current mirror loading

Big power with little distortion
from Technics isn't news.

Acoustic Control is.

FM/AM STEREO RECEIVER SA-I000

' INREITEREZEREINEE EEEE FEE I

530 800 700 800 100(

R RN R RN n NN R R NN RN RN N RN AN A AN N RN AN AN AR RN AN Y

PN mey T P -8
SOl e~ Bas

i R

LOwW i
ACOUSTIC
CONTROL MUTWG LE
]
t ) o
230 e c

Wat/OCY FaTERS



and single-packaged matched-pair dual transistors.
They all add up to one thing: An amplifier that's
clean and stable even under the most demanding
dynamic conditions.
~ All your records will love the phono equalizer sec-
tion in every Technics receiver. Because they all boast
super-quiet S/N ratios, an extremely wide frequency
response and an overload-resistant phono pre-amp.
For outstanding performance on FM, even from an
overcrowded band or a marginal signal, every Technics
receiver has Phase Locked Loop IC's, flat-group delay
filters and a frequency response that’s both flat and
wide. And with LED power level indicators, your eyes
can see what your ears will hear. Because Technics
separated each channel’s indicators into individual
power levels—from as low as 0.3 watt to as high
as 700 watts. And what's more, at the flick of a range
switch, the indicators will read up to 100 times the
actual power generated. With far greater accuracy
than conventional mechanical meters.
Technics new receivers. Big power with little distor-
tion as well as outstanding performance isn’t news
from Technics. Giving you more ways to control it, is.
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THE JVC QUARTZLOCKED TURNTABLE.

First we invented it. Now we've made it more precise than ever.

The turntable evolution comes full-swing with
the introduction of the new JVC Quartz turn-
table series. Since we introduced the world’s
first Quartz-controlled turntable in 1974, we've
been constantly refining the ultra-precision
oscillator circuits and improving the charac-
teristics of our motor drive system. We've also
added a host of details that offer a wide
choice of features spread over eight different
models. And we can now honestly state that
JVC speed and accuracy are near absolute
Here's why:

SUPER SERVO FREQUENCY GENERATOR

The need to detect minute variations in platter
speed and to send corrective information

to the electronic circuits controlling platter
rotation is inherent in a servo system. Our
quartz-controlled drive mechanism provides
practically perfect speed accuracy; the Super
Servo additionally reduces the error in detect-
ing even the tiniest speed variations to nearly
zero. We therefore make doubly sure that

the platter is "on speed,” and will retain this
factory-set accuracy over many long years

of use.

DIRECT-DRIVE DC SERVOMOTOR
Quick-start and quick-stop, along with high-
torque are combined in the DC direct-drive
servomotors in all JVC Quartz-Locked turn-
tables. The powerful motor-drive system and
its companion speed-monitoring circuits
reduce wow-and-flutter as well as speed drift,
practically to the vanishing point. in addition,
extra care has been taken to make sure that
motor-related resonances have been
completely damped-out.

NEW GIMBAL SUPPORT AND
TRACING-HOLD (TH) TONE ARM

Our exclusive rugged unipivot gimbal support
holds the tone arm'’s total mass in a way that is
friction-free. Highly sensitive and responsive,
it prevents the stylus from losing contact

with the record groove walls, no matter how
rough that “ride” may be. And it's included on
almost all JVC Quartz turntables—even the
automatics. The JVC developed Tracing-Hold
tone arm provides the stability and tracing
accuracy needed for the cartridge to follow
even the most complex record grooves
without tracking error.

All of this, plus features like digital speed read-
out, quick stop and start, top quality solidly-
constructed bases and electronic switching
mechanisms all work together to give you
more musical pleasure than ever before

There are totally manual models, as well as
ones with auto-tone arm liftup/stop, auto-return
and fully automatic features.

Bring the precision of QL accuracy into your
music system. See all these precisely great
turntables at your JVC dealer soon.

JVC America Company, Division of US JVC
Corp., 58-75 Queens Midtown Expressway,
Maspeth, N.Y. 11378 . Canada:

JVC Electronics of Canada, Ltd., Ont

JVC
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QL-F4 (featured at ieft); Beiow: QL-10, QL-A7, QL-7 (top row); QL-50, QL-5, QL-A2 (bottom row). Not shown: QL-8 (Quartz), JL-F30. JL-A20 (Belt Drive)




The Secret Life of a Song:

Schuberts
Im Frithling

by David Hamilton
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N D Friihling

Still sitz” ich an des Hiigels Hang,
der Himmel ist so klar.,

daus Luftchen spielt im grunen Thal.
woich beim ersten Frihlingsstrahl
einst. ach, soghicklich war:

woich anihrer Seite ging

so traulich und so nah

und tief im dunklen Felsenquell
den schonen Himmel blau und hell.
und sie im Himmel sah.

Sich. wie der bunte Fruhling schon

aus Knosp™ und Blite blickt!

Nicht alle Bliten sind mir gleich.

am liebsten pfluck! ich von dem Zweig.
von welchem sie gepfluckt

Denn alles ist wie damals noch
die Blumen, dasGefild
die Sonne scheint nicht minder hell.

das blaue Himmelsbild.

Es wandeln nursich Will'und Wahn
es wechseln Lust und Streit:

voruber flieht der Liebe Glick.

und nur die Liebe bleibt zuruck,

die Lieb’. und ach. das Leid.

e Owar’ich doch ein Voglein nur
b \ dortan dem Wiesenhang.
dann blieb ich auf den Zweigen hier,
*) und sang’ ein susses Lied von ihr
;’ den ganzen Sommer lang.

Facing page:
Franz Schubert
oil (1875)

by W. A. Rieder

nicht minder freundlich schwimmt im Quell

In Springtimes

Quietly I sit on the hillside.
the sky isso clear.
thegentle breeze plays inthe green vale. *»
wherel. atspring’s first rays.
wasonce. ah. so happ:

where | walked at herside.

so cozy and so close.

and deep in the gloomy rocky pool a
Isaw reflected the lovely sky.blueand bright. ‘bv —
and her imagein it (o é‘

See how the brightly colored spring already ,g","?*
peers out from bud and blossom!

Notall blossoms are alike to me- \‘
Iliked the most those on the branch, 4

the branch that she picked from.

Foreverything is as it used to be.
the flowers. the fields.

the sun shines just asbrightly. )
justasamiably there swims in the pool g4

the blue reflection of the sky.

‘Tisonly man’s will and fdncythalchungc./‘ : )
by turns come joy and strife: ! .’
the happiness of love flies past. (
and leaves but love behind-
loveand. ah. its pain

Oh. would I were a litile bird
up on the grassy slopes. V)
then 1'd stay here on the branches. |
and sing a sweet song about her
allthe summer long.

ARTICLE BEGINS OVERLEAF
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29 FORE LISTENING to the song, con-
sider the words. Schubert’s Im Frihling (D. 882)
sets a poem by Ernst Schulze (1789-1817), a lecturer
in philosophy at the University of Gottingen,
whom Schubert never knew personally. Schulze's
Poetisches Tagebuch (Poetical Diary) evidently
came into the composer’'s hands around 1825, for
during that year and the first months of the next
he made songs out of ten of the poems it contains.
This is one of the last, composed in March 1826
and christened Im Frihling by Schubert himself,
for in Schulze’s book it is identified only by the
date of its invention: “on 31 March 1815.”

The sense of the poem is not obscure: They
loved in the first {lush of springtime, and now she
is gone. We are not told why—inconstancy?
death?—and that clearly isn’t the point. The poet is
telling this not for its own sake, but to draw from it
a generalization. Despite his loss, nature remains
as attractive and beneficent as before; it is only hu-
man affairs that change—how much better to be a
part of simple, passive nature! For all its melan-
choly import, the poem isn’t lachrymose. In the
ficst four of its six stanzas, only a fleeting reference
at the end of the first makes explicit the passing of
the poet's happiness. The “moral” is carefully se-
questered in the fifth stanza. Most of the words de-
scribe the pleasures of spring and of love in spring-
time, and, as we shall see, Schubert takes that as
the cue for the emotional tone of his setting.

Poems such as this one, regular in meter and stan-
zaic pattern, always invite the possibility of
strophic setting—that is, the sume music repeated
for each stanza (with, if necessary, minor modi-
fications to accommodate metrical irregularities
later on). This type of setting, prevalen} in folk-
song, is naturally most appropriate for simple
poems without pronounced changes of mood. At
the opposite pole is what we call the through-com-
posed song—each stanza set to new music, which
can thus reflect changing events or emotions. In
practice, most through-composed songs use some
musical repetition, its particular occuasions sug-
gested by the narrative progress of the poem.
Schubert experimented frequently and inven-
tively with mixtures of the two types, and they
constitute the mental backdrop against which we
should listen to his songs.

With the words before us, let’'s now listen to Im
Frihling a first time, to grasp its general lines. Cer-
tainly nothing could be more inviting than the
warm, gracious melody that unfolds first from the
piano: a two-bar phrase curving down and then
up, repeated with a longer upward reach at the
end, leading this time to a full close. As well as
classically symmetrical, this is an eminently sing-
able tune—but the voice enters with something dif-
ferent altogether, and makes its way through the
first stanza. {We'll come back to the details later,
including that repetition of the last three words of
the stanza that you doubtless noticed.)

Now the piano takes up its introductory melody
once more. Were there time to stop and think what
is happening, we might well hazard the deduction
that Schubert has gone back to the beginning and
will set Stanza 2 by repeating all the preceding
music; that would be the normal strophic way of
doing things. But we don’t have much time to con-
sider that possibility, for before the piano has fin-
ished one bar the voice joins in, starting Stanza 2
with the second bar of the piano tune, extending
and developing it to encompass these five lines.

Now another point of multiple potential: Will
the next music be still different, or a repetition of
something heard earlier? The piano leadsup into a
higher register, where it plays its original strain,
now embedded in a purling figuration over an
oompah bass; without much effort, we can con-
strue this more “flowery” version as representing
spring’s awakening blossoms, to be described at
the beginning of Stanza 3. This time, we do get the
whole piano tune, and when the voice enters with
familiar material it seems probable that we are in
for what will prove to be, except for the more or-
nate accompaniment, essentially a repetition of all
that has gone before. In fact, this is what happens;
Schulze’s Stanzas 3 and 4 are set to the same music
as his first two. In effect, Schubert has now twice
grouped two poetic units into one musical one,
and we might now conjecture that he will follow
suil for Stanzas 5 and 6 (with, perhaps, a fresh pat-
tern in the piano part).

What ensues is somewhat different, however:
The piano tune’s initial descent is expressed in a
rockier, offbeat rhythm, in a minor key—and, in-
stead of turning upward, it keeps on descending.
After only two bars (instead of the usual four), the
voice enters, its familiar material now also trans-
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lated into the minor key. With some modification,
things proceed as before to a somewhat stronger
climax at the end of Stanza 5, after which the pi-
ano’s syncopated pattern calms down, somewhat
tentatively expressing the major mode again.

This was a significant disruption; though no
longer than .the settings of other stanzas, and
construable as a variation of the music for Stanzas
1 and 3, its considerable contrast to all that has
gone before gives it greater formal weight, and we
cannot be as confident about what will follow as
we might otherwise have been. When the piano
takes up its familiar tune in the familiar purling
elaboration (though with its syncopated rhythm of
the last episode now embedded—sublimated, you
might say—in the accompaniment, which is now
an “oom-paAh-pah” rhythm), we are well aware
that this tune has in the course of the song ac-
quired two alternative significances: It can indi-
cate either the beginning of Schubert’'s musical
unit (its role before Stanzas 1 and 3) or the middle
of it (its role at the start of Stanzas 2 and 4). This
time, the voice's entrance after one bar establishes
the latter: Stanza 6 will be set like Stanzas 2 and 4.
Nature is continuing on her cheerful path as if the
disruption of Stanza 5 had not taken place; the
only reminder of human inconstancy is that
slightly restless rhythm in the piano's left hand.

At the conclusion of Stanza 6, the piano pro-
ceeds as if to start yet another formal unit (the left
hand now returning to the more stable “oom-
pah”)—but, as the voice quickly joins with a quiet
repetition of the poem’s final lines, we realize this
is only a coda: the last two bars of the original pi-
ano tune, making a full close upon which the piano
briefly and very discreetly elaborates.

Conventional schematic descriptions of musical
form—things like “aba” or even more sophisti-
cated constructs such as “sonata-allegro form”—
have certuin limitations. First, they give you the
whole picture at once—*picture,” indeed, as if you
were dealing with an art work that could be taken
in as a whole right away, like a painting or a
building. Music doesn’t happen that way: you
don't ever perceive a piece all in one instant.
Rather, it unfolds in time, and the way to experi-
ence it most fully is to let it reveal its “form” as it
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unfolds, rather than following it on some kind of
road map with the entire course of the journey in
full view from the start. Too, shorthand formulas
tend to reduce whole groups of pieces to a single
lowest common denominator. If we aren’t careful,
we can become so intent on not missing the next
event on the “road map” that we neglect to enjoy
the luandscape along the way. We may miss, in
fact, what makes this piece different from all the
others.

Yes, Im Frihling can be called a “modified
strophic song”—modified, specifically, by an infu-
sion of “theme-and-variation form.” That infusion
takes place primarily in the piano part; except for
the modifications required by the minor har-
monies in Stanza 5, the voice sings exactly what it
would in a normal strophic song: essentially the
same music, three times through. This particular
combination of formal techniques is unusual for
Schubert, to be sure, and we should be aware of
it—but over and above that there is the continuing
formal interplay stemming from the ambiguous
function of the piano’s tune, an ongoing process
that resists the schematization of standard labels.

What is the relation of all this “form” to the
words it sets? At one level, the song’s “strophic-
ness” responds to the poem’s regularity, without
literally reflecting it. By using two of Schulze's
stanzas instead of one as his musical unit, Schu-
bert has achieved greater breadth, avoided a possi-
bly choppier. more sectional effect. The variation
technique, as we have noted, gives him an oppor-
tunity to mirror the blossoming of spring in Stanza
3. The episode in minor—a common feature of
theme-and-variation pieces—both sets Stanza 5
apart and reflects its dalorous burden. The appro-
priateness of the gentle piano tune to the pastoral
setting hardly requires comment. The significance
of its role as a kind of “wild card” in the song's
structure is harder to pin down literally; it does, at
least, add a dimension of adventure or suspense to
our experience of the seng, beyond that possible in
a straightforward strophic song (where the pri-
mary focus of interest after the first stanza is likely
to be the interplay between fresh words and famil-
iar music—a dimension that Schubert has, of
course, not abjured in Im Frithling).
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; 11 that is very well,” you may
say, “but what happens to that ‘dimension of ad-
venture’ when we’ve heard the song many times
and know exactly which direction it will go at
each crossroads?” A fair question. That original
“dimension of adventure” we might call “nar-
rative ambiguity,” to distinguish it from the se-
mantic ambiguity much used by certain poets
(this latter has its musical equivalent as well, in
the multivalent function of certain chords), and
it clearly doesn’t survive extended familiarity
with the work. Just as we can repeatedly enjoy a
fine novel or film, however, we can continue to
enjoy a piece of music, responding to those now-
familiar “surprises” vicariously, as it were, while
also discovering still new details of craft and
inspiration on other levels.

There is a good deal more to discover in this song
than we noted on first hearing. Before listening
again, let’s look more closely at the poem. Its os-
tensible posture is folklike, both in its pastoral am-
bience and its simplicity of expression. A very
common pattern for German folk poetry, and for
sophisticated imitations of it around the beginning
of the nineteenth century, was a stanza of four
lines, with three or four stresses each and a rhyme
scheme of abab or abch. Schubert set many such;
Rellstab’s Stdndchen is a familiar one:
STRESSES RHYME

Leise flehen meine Lieder 4 a
durch die Nacht zu dir: 3 b
in den stillen Hain hernieder, 4 a
Liebchen, komm zu mir. 3 b
If we scan Schulze's stanza,

Still sitz’ ich an des Hiigels Hang. 4

der Himmel ist so klar, 3 b
das Luftchen spielt im grinen Thal, 4 c
wo ich beim ersten Frithlingsstrahl 4 c
einst, ach, so glucklich war: 3 b

we see that, for three and a half lines, it appears to
be following the type: One would expect, in the fourth
line, three stresses and a rhyme with “klar.” In-
stead, there are four stresses and a rhyme with
“Thal”; only after that do we get the line we were
expecting. That fourth line is an intruder, an ele-
ment of asymmetry that places the poem subtly
distant from the naiveté it affects on the surface.

Schubert accepts this tone of apparent simplic-

ity in his decision to follow the poem’s meter quite
literally in the musical rhythm, matching the musi-
cal accents to poetic stresses on a one-for-one
basis. (This is not an unusual procedure, but it isn’t
by any means an automatic choice; it’s equally
possible to stretch single syllables over several
musical beats.) Since the four-stress line is preva-
lent in Schulze’s poem, a four-beat-to-the-bar me-
ter is indicated, fitting each line neatly in a bar; the
shorter lines can easily be handled by extending
their final syllables or by letting the voice sit out
the final beat of the bar.

That’s simple enough, and given suitable me-
lodic and harmonic inspiration the poem would
practically set itself—except for that “extra” line.
That one-line-to-a-bar scheme would yield a series
of five-bar phrases, definitely an oddity in the mu-
sical style of the period. Since a full discussion of
this phenomenon would take us far afield, let us
merely note that the preference, in most Western
music, for symmetrical four- and eight-bar phrases
is an observable fact, and that the harmonic and
melodic procedures used by composers of the
classic and Romantic periods are particularly
suited to such regularity. This preference, how-
ever, didn't prevent those composers from experi-
menting with departures from the norms, finding
ways to make those departures sound convincing.

It is on Schubert’s responses to the “threat” of
five-bar phrases that we will concentrate in our
second look at the song. Given the identity of the
three basic subdivisions in this respect, we'll dis-
cuss only the first of them—that is, Stanzas 1 and 2.
(For convenience, we'll number the lines of those
two stanzas continuously, from 1 to 10. And since
the focus of attention will be much closer this
time, you might find it handy to make a rough tape
dub of your recording, to facilitate repetition of
short sections as you read and listen.)

The piano’s opening statement certainly exem-
plifies the norms of the style: four bars, divided
into two equal parts, in the relationship that musi-
cians call “antecedent and consequent”—that is,
the second seems to answer and complete the first.
It also establishes norms for this particular piece:
the home key (Schubert wrote it in G major, if you
care to know), the basic rhythmic pattern (four
beats to the bar), the basic rate of harmonic change
(usually a different chord on every beat), and the
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Schubert evening at Josef
Spaun’s house—sketch in oil by
Moritz von Schwind (1868):
Schubert at the piano and, next
to him, the tenor Michael Vogl

tempo (andante). The voice’s opening lines,

(1) Still sitz’ ich an des Higels Hang,

(2) der Himmel ist so klar,
adhere to those norms, though introducing a dif-
ferent melody. The next line,

(3) das Litftchen spielt im griinen Thal,
is essentially a repetition of the first line’s melody,
with “divisions”—ornamental extra notes—added,
picking up the suggestion in the previous line (“ist
so”). And the fourth line,

(4) wo ich beim ersten Frithlingsstrahl,
begins as if to repeat the second line—as if to com-
plete a consequent to the antecedent posed by the
first two lines. But the voice leaps up (to “beim”)
just a little higher than before (to “Him-mel”) and
we are suddenly in a new and brighter harmonic
region (A major, if you're keeping track), instead of
settling back to the home key as a proper conse-
quent should.

This is, of course, the “extra” line in Schulze's
poem, and Schubert has broken the normal pat-
tern to accommodate it, to avoid reaching a full
close (the musical equivalent of a period in prose)
with a line of poetry left over. Having moved
briefly away from the home key, he will need an
extra bar to get back, and that will give him
enough music to cover the remaining text. (The
special character of this bar is emphasized by the
hushed dynamics—or should be: Schubert marked
it ppp, in contrast to the prevalent pp, but a sur-
prising number of singers treat this rather casu-
ally.)

(5) einst, ach, so gliicklich war,

(5a) so glucklich war;

This cry of grief turns the harmony to minor—but
still, by the end of the original Line 5, the minor of
the key of Line 4, so Schubert repeats the last three
words, a step lower, to bring us out in the original
key. (These extra syllables not only fill the space
left in this bar by the short line; the last of them
spills over into the next bar, ending the phrase on a
strong first beat and reinforcing our sense of ar-
rival; note that here and the parallel spots at the
ends of Stanzas 3 and 5 are the only places in the
entire song where a line ends on a downbeat.)

That strong beat in the voice overlaps with the
beginning of the piano melody, the second bar of
which the voice now picks up:

(6) wo ich an ihrer Seite ging
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Charmingly unexpected and asymmetrical though
this transfer may be, it really takes Schubert far-
ther away from a solution to his compositional
problem: Halfway through his four-bar tune, he
still has four lines of poetry to accommodate. For
the next line,

(7) so traulich und so nah,
instead of continuing the tune normally, he ex-
tends it upward in the voice, repeating and stretch-
ing out the half-close at the end of the previous bar
(if a full close is the musical equivalent of a period,
a half-close is like a semicolon; antecedent phrases
generally end with half-closes, consequents with
full closes). A three-bar phrase has just slipped un-
der our noses; the reason it didn’t sound odd is that
it arose from the overlapping of two normal two-
bar phrases: one, the first two bars of the piano
melody; the other, the voice’s two bars, the first of
which “happened” to be the same as the second
bar of the piano tune.

The voice now resumes the tune,

(8) und tief im dunklen Felsenquell,

as if to make a consequent. And it more or less
does, taking a fresh harmonic and melodic turn in
the next line,

(9) den schonen Himmel blau und hell,
leading to a climactic note (at “hell”) that is
marked to be held longer than usual (this is the
“extra” line, and once again it is singled out by
special treatment). From here, it’s not far to home,
and the next vocal phrase,

(10) und sie im Himmel sah,
actually settles on the home note—but the piano
declines to cooperate, substituting a chord that de-
flects the expected finality. So the whole line is
now repeated:

(10a) und sie im Himmel sah.
This time the voice ornaments its phrase, and the
piano makes the expeciled full close.

Why does Schubert repeat that last line, making
a four-bar consequent to a three-bar antecedent,
when he could have settled for three and sym-
metry? First, because it wouldn’t have sounded
like symmetry; we didn't perceive that three-bar
phrase as such, sc cleverly was it made. Second,
the scale of the climax in Line 9 calls for more
counterweight than a single bar would provide.
Third, ending the section with a four-bar phrase
gives the impression of normality after all the ir-
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regular goings-on before. Fourth, it rounds off the
whole section (piano introduction included) at a
satisfying length of sixteen bars—satisfying even if
hardly the standard kind of sixteen-bar unit, made
up of four four-bar phrases. Finally, the repetition
of this line doesn’t really surprise us, since it more
or less parallels the (admittedly only partial) repe-
tition of the final line of the first stanza.

I wouldn't for a minute argue that Schubert
thought consciously of all—or any—of these rea-
sons as he was composing; indeed, one imagines
that his whole ingenious solution to the problem
of setting this poem came to him almost som-
nambulistically, as inspired insights are said to
come to scientists and mathematicians. The actual
mental processes don’t matter; however arrived at,
the logic of the solution is irrefutable, and amply
evident in the seamless way that this extraordin-
ary congeries of odd-length phrases, extensions,
interpolations, and overlappings flows along, su-
perficially as artless as the merest folksong, con-
cealing under its apparent naiveté a rather more
complex substructure than does Schulze's guite
modestly sophisticated poem.

Much has remained unmentioned here, includ-
ing the subtle melodic alterations of the ensuing
variations; it will have to be left as “an exercise for
the reader.” One final detail does demand atten-
tion: the last vocal phrase, in the coda. Here, for
the first time in the song, the voice actually sings
the final bar of the original piano melody. Perhaps
we had not noticed its absence before. but its ap-
pearance here brings a special sense of closure.

’ uch a “close reading” of the song’s
inner structure has obvious bearing on how it
might be performed. Phrasing, for instance:
Though Schubert writes only one explicit rest for
the voice in Stanza 1 (after Line 2), he can hardly
have expected anyone to cover theremaining three
lines in a single breath. The naive solution is to
follow the poem's structure and break after every

line (also, perhaps, before the repetition of the
final words). This is what Ameling, Cuénod,
Schlusnus, Seefried, and Schwarzkopf do. (In
Schwarzkopf’s case, we may be sure that it was
not done naively, but only after much considera-
tion of alternatives, as her different choices later
on confirm; no doubt the slowish tempo that she
and Fischer elect has some bearing on the phras-
ing.) This is not a bad idea, for it underlines articu-
lations already present; if it adds nothing, at least
it upsets nothing.

Other choices are possible, with other conse-
quences. Suppose you would like to phrase the
first two lines together, to take the song in, so to
speak, larger mouthfuls, as Bell, Hagegérd, Pears,
and Raskin do. If so, you probably ought to take
the nex! two lines in one breath as well, for if you
break after “Thal” you will give away the fact that
what’scoming up is a good deal longer than the ex-
pected consequent to the first phrase. Only Pears
has realized that, phrasing all the way to “Friih-
lingsstrahl.” The other three let that particular cat
out of the bag by breaking after “Thal” so that they
can link together Lines 4 and 5.

And there is a reason why they might want to
make that link, for those two lines constitute a
grammatical unit as well as a special harmonic
area. If you make it, however, | think you must
then break after Line 1, so that the break after Line
3 (though actually made to store up breath) will
appear to be a normal parallel to the earlier break.
It seems that Armstrong, Fischer-Dieskau, and
Horne agree with me about this—there’s no reason
to believe that they are breaking after Line 1 be-
cause they're already out of breath!

Naturally, what is valid for Stanza 1 will not ne-
cessarily be the best solution in Stanza 3 or Stanza
5, even though the music is substantially the same.
One of the challenges of performing a strophic
song—and, from the singer’'s point of view, that’s
essentially what this one is—lies in the potential
for varied articulations of the same musical mate-
rial when fresh words, with different grammar and
different meanings, are fitted to it. Thus, with but
one unimaginative exception (Schlusnus), no
singer I've heard in this song mechanically dupli-
cates his phrasing from one section to the next.
And some of them keep experimenting, from one
recording to the next (though not always of their
own volition—it's regrettably clear that the new
phrasings of Hotter’s third recording came about
because he could no longer manage the ambitious
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and provocative ones of earlier years).

Performance can affect our perception of form
as well. In the Pears/Britten and Ameling/Gage
recordings, we are not likely to mistake the coda
for anything else: a clear cadential ritard precedes
it, after which the music continues more slowly
than before, as well as more softly (the latter
change is specifically requested hy Schubert). Oth-
ers prefer to keep us guessing about what the fa-
miliar tune will signify this time, at least beginning
it in the main tempo and then gradually expanding
to accommodate the held note on “GAN-zen.”
Both of these are defensible options when exe-
cuted with clear intention; what will not do is to
noodle right into the coda as if it were still part of
the last stanza (Schlusnus/Peschko).

Much in this song depends on the pianist, for all
the crucial junctures of the overall form are in his
hands alone. The most difficult technical tasks are
his, too; he must make the figuration purl along as
reposefully as did the simpler original melody,
and in the last stanza he must steer a middle
course between overemphasizing that syncopated
bass rhythm (and thereby making the motion
sound choppy) or playing it so discreetly that we
don't notice it at all. (An unimaginable expedient
in the latter direction can be detected in
Schlusnus/Rupp, where the reason we can't hear
the syncopations is that Rupp isn't playing them—
he's rewritten them into straight “oompahs’'! Rec-
titude is restored in his later recording with
Warner.) Gage and Britten are exceptionally
smooth and clear here, while Moore and Wustman
have tried to attract our attention to the syncopa-
tions with a discreet touch of rubato before the
voice enters.

These and similar matters, the result of sensitive
awareness of the function of every note, phrase,
and word in the piece, are essential ingredients of
a good performance. Fastidious attention to Schu-
bert’s scanty but very clear dynamic markings is
another; as | noted earlier, that can by no mearis be
taken for granted. Clear articulation of the notes is
another must, and I was surprised to find how few
of these singers can make all the small, ornamental
notes come out distinctly and precisely in tune: ev-
eryone should listen to Horne's recording, which
shows how these sound when they are really artic-
ulated.

Beyond technique, the voice has to be right for
the song—as Hotter's really is not, for example: He
has to reduce his enormous sound to a cavernous
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mezza voce, with little dynamic latitude, and
transpose the music down a fourth. Others take it
down a tone or so. generating no perceptible ill ef-
fects, but at Hotter's depth the piano part begins to
rebel, for the supposedly light figuration has half-
sunk into the instrument's middle register (this
is particularly conspicucus in his first recording,
when an ill-regulated piano keeps uttering unin-
tentional, undesirable “inner voices”).

In that sense of “rightness,” some projection of
youthfulness is probably relevant, whereas gender
doesn't seem to be. Seefried appears to be worried
about this last point, changing all the feminine
pronouns into masculine ones and ending up no
whit more convincing than the other ladies; surely
this is a convention that causes no trouble if not
presumed upon (as, for example. by men singing
about the joys of motherhood).

All these multiple boundary conditions still
leave much room for individuality, for different
approaches; Stanza 5, for example. can be read as
angry or as regretful without traducing Schubert’s
wishes—the dual recordings of Ameling, Seefried,
and Schlusnus all demonstrate interesting changes
of mind about its character. If you pressed me, |
would have to say that none of these recorded per-
formances is without flaw in some respect; each
one makes me impatient about some feature of the
others. Equally, every one of them casts light on
some facet of this endlessly fascinating song. @
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Elly Ameling (s). Jorg Demus. RCA Victrola VICS 1405.

Elly Ameling (s), Irwin Gage. EMI/Electrola 1C 063 02253.

Sheila Armstrong (s), Martin Isepp. Saga XII) 5307.*

Donald Bell (b). John Wustman. Columbia MS 6343 (OP).

Hugues Cuénod (t). David Garvev. Cambridge CRS 1703 (OP).

Dietrich Fischer-Dieskau (b). Gerald Moore I. Angel 35699 (OP).

Dietrich Fischer-Dieskau (b), Gerald Moore I1. DG 2720 006 (OP).

Erland Hagegfrd (b), Jan Eyron. EMI1/Sweden 1E 061 34022."

Marilyn Horne (ms). Martin Katz. London OS 26302.

Hans Hotter (b). Gerald Moore [. EMI/Electrola 1C 147 01633/4."

Hans Hotter (b), Gerald Moore 1. Seraphim 60025.

Hans Hotter (b), Geolfrey Passons. Decca/England SXL 6625."

Peter Pears (t), Benjamin Britien. Decca/England SXL 6722.

Judith Raskin (s), George Schick. Epic BC 1333 (OP).

IHeinrich Schlusnus (b), Franz Rupp. Decca DL 9620 (OP).

Heinrich Schlusnus (b). Sebastian Peschko. London LS 42 (OP).

Elisabeth Schwarzkopf (s), Edwin Fischer. Angel 35022.

Irmgard Seefried (s), Erik Werba 1. Deutsche Grammophon
DGS 712003 (OP).

Irmgard Seefried (s). Erik Werba 1. Concert Hall/France SMS
2600.

Genevieve Warner (s). Franz Rupp. Columbia ML 4365 (OP).

* indicates imported recording. OP = out of print
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First Full-Scale Reports:

Video Cassette

Recorders
at Home

and in the Lab

by Robert Long

THE GLAMOR PRODUCT of the decade in home enter-
tainment surely is the video cassette recorder. Un-
til recently that glamor has been enhanced—even
engendered, some would say—by the elusiveness
of VCR products that were both effective and af-
fordable. But the barrier has been destroyed in the
last two years or so by a number of systems that
sell in the $1,000 range for the deck and are de-
signed to be used with a standard home television
receiver.

We have tested five decks in this category and
can report unequivocally that they all do work—
not equally well, by any means, but we’ll get to
that. Both on the test bench (at CBS Technology
Center) and in our living rooms they broaden the
horizons of home entertainment in exciting ways.
All are, in Quasar’s phrase, “time machines” that
offer an escape hatch from the otherwise inexo-
rable confinements of TV Guide and Home Box
Office listings: You can watch two networks’ offer-
ings in the same time slot by saving one of them on
tape while you view the other—or, when the list-
ings make you listless, vou can turn to a recorded
library for your programming. That you also can
use these decks to create your own programming
with camera and mike goes without saying, though
this report concerns itself primarily with the use of

Five VCR decks compared for this report are, from the top: JVC
Vidstar HR-3300U (2-hr. VHS), RCA SelectaVision VBT-200
(4-hr. VHS), Quasar Great Time Machine VR-1000 (VX), Sony
Betamax SL-8600 (slow-speed “Beta II'"); Quasar Great Time
Machine VH-5000 (4-hr. VHS).
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Input signal JVC HR-3300U

MULTIBURST PATTERN: The test signai (far left), as displayed
on an oscilloscope, represents voltages imposed on the elec-
tron beam as it scans horizontally across the picture. The verti-
cal scale of the oscilloscope is calibrated in arbitrary IRE units
(named for the Institute of Radio Engineers—now the Institute
of Electrical and Electronics Engineers) from 120 at the top of

tape as an extension of the normal home TV re-
ceiver—the use to which we believe the present
equipment and the tastes of the present market are
best adapted.

What You Get

The basic format for home video cassette decks is
already well established. There are inputs for VHF
and UHF antennas (with options for either 75-ohm
or 300-chm lead-ins, though the preferred hookup
favors 75 chms) plus a set of jacks for a video cam-
era and a microphone. The antenna terminals feed
the radio-frequency signals to a front-panel tuner
with the usual VHF and UHF selectors plus fine-
tuning knobhs, which choose the program to be re-
corded; the antenna input also feeds around this
tuning array to make the incoming broadcast sig-
nal available at the RF output jacks on the back
panel. These jacks feed the regular television re-
ceiver, which can operate normally even when the
tape deck is turned off but also acts as the monitor
for assessing the deck’s tuning in advance of
recording and for viewing the tape on playback.
In order to perform this last function, the video
and audio signals recorded on the tape must be
modulated onto a carrier frequency by circuitry
built into the deck so that the equivalent of a
broadcast RF signal is presented to the receiver
being used as a monitor. To allow viewing of an in-
coming channel while any other channel is being
recorded, the deck’s output can be modulated at
the frequency for Channel 3 or that for Channel 4—
whichever is unoccupied by local broadcast sig-
nals. Some decks have an easily accessible chan-
nel switch for this purpose—though, even with a
local cable system that puts signals on each of the

Quasar VR-1000

the scope to -40 at the bottom. The extreme left of the display
represents voltages that precede the actual picture scan; the
tone burst of +20 IRE units centered on the zero reference is a
syncing pulse. The “‘picture’ voltages begin with a white bar—
the “‘mesa’ rising to approximately 100 IRE units, which repre-
sents maximum picture brightness. Then begins a series of

VHF channels, we found that the deck’s remaining
switches allowed us to get along without this fea-
ture. Nor could we combine the outputs from two
decks, one switched to Channel 3 and the other to
Channel 4, and monitor them alternately via the
receiver’s channel selector; when we tried, one
deck would interfere with the other. Yet we expe-
rienced no setup in which the deck output inter-
fered with the broadcast-signal feedthrough on a
contiguous channel.

A studio TV monitor does not bother with the
RF modulator necessary to adapt the tape's output
to the receiver’s antenna inputs. Instead the video
and audio signals are fed directly to the monitor.
Outputs for this purpose are provided on all the
decks, but since most households already will
have a conventional TV receiver and most deck
users will see no advantage in buying an addi-
tional set just to monitor the deck’s output, the RF
outputs seem to be the overwhelming “standard”
for home hookups. (The audio could, however, be
fed directly to a stereo sound system while the pic-
ture is reproduced—via the RF connections—on
the TV receiver.) Not so standard are the switching
arrangements for feeding broadcast signals
through and/or past the tape portion of the deck
and thence to the monitor. But while the switching
formats may differ somewhat, we find little prac-
tical advantage in one scheme over another.

Also fairly standard is the digital clock and the
unattended-recording feature that goes with it.
The ability to record from one channel while you
watch another is a universal feature—and an im-
portant one for home use, in our estimation; the
ability to record broadcasts that occur while
you're away from home strikes us as of approxi-
mately equal importance, and even the decks that
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Quasar VH-5000 (fast mode)

‘tone bursts’ of + 15 IRE units centered on 40 and increasing
in frequency with each burst: 0.5, 1.25, 2.0, 3.0, 3.58, and 4.1
MHz. Though the brightness values generally are displaced
downward (which can be corrected for with the brightness con-
trol of the set used to monitor the taped signal), none of the
decks has any real difficulty reproducing the first ot these

include no built-in timer system allow for the use
of an outboard one. All are strictly AC systems—
meaning that if the power goes off, the clock will
not function. The outboards will simply lose time
for the duration of the outage: If the electricity is
off for a half hour, your automatic recording will
begin a half hour late. When the power returns to
the built-in clocks, however, the digits will reset
themselves (to 0:00 hours on the |VC's twenty-
four-hour clock, 10:00 a.m. on the others), so
there's no telling what time it will really be when
the recording starts. A small rechargeable battery
todrive the clock’s time-telling circuit would solve
these problems neatly—though if your electrical
supply is reliable, you may not consider this a real
problem.

The cassettes differ from the familiar audio vari-
ety in three primary respects: They are larger; they
include a gate that latches closed over the tape to
prevent finger oils and other foreign matter from
getting on the oxide while the cassette is out of the
deck and causing dropouts when it is used again;
they can be recorded and played in one direction
only. There also is a fundamental difference in the
way the tape is used in the deck: Although the au-
dio head of a VCR is fixed (like that in an audio-
only deck), the separate video heads rotate so that
the tape-to-head speed is much higher than the
tape transport speed itself, and the tracks they
record are a series of diagonal “strips” rather than
one continuous longitudinal pass. The actual
speeds and related parameters differ from one
VCR system to another, which is of course what
makes them incompatible.

When a cassette is inserted into a video deck
and the transport system engaged, the deck un-
latches the tape cover and draws a loop of tape out
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RCA VBT-200 (fast mode)

Sony SL-8600

bursts, but all show some loss in amplitude by the time the sec-
ond is reached. Measured amplitudes for the third (2-MHZz)
burst are shown in the data table. At the higher frequencies,
little useful response remains, either because of attenuation or
because (e.g. in the Quasar VR-1000) the waveform is subject
to tairly drastic alteration

into the head path, then takes up any slack by
winding in both of the hubs. Perhaps becduse of
this complex operation, we found the tape coun-
ters (which, otherwise, are very much like those on
audio cassette decks) te be relatively inaccurate
when the cassette had been started and stopped,
removed and reinserted, wound and rewound in
some of our trials. For indexing a miscellany of
contents, recorded at various times, we would
therefore suggest that you wait until the tape is full
and then read off theé numbers in a single playback.
When it’s a question of simply using the PAUSE to
edit an incoming signal. however, the counters (in-
cluding their memory rewind features) remain
quite accurate. In addition, the successive record-
ings play back much more smoothly, with only
minimal picture disruption at the edit points. So
for the inveterate collector who wants, say, all of
Beverly Sills's talk-show guest shots on one tape,
it's better to collect them on separate tapes and
eventually dub them onto a master cassette on a
second deck than to drag out one cassette and add
to it each time the diva makes it to the tube.

In other respects, the operation of & VCR is very
rmuch like that of an audio deck, with one addi-
tional exception: There are no meters. The signal
levels that reach the tape pass through circuitry
comparable to the automatic level controls on
many audio decks—except that the audio version
generally is defeatable in quality gear. The com-
plexity of video signals pretty well rules out any
sort of user-adjustable level controls; in addition,
they are all but unnecessary when the deck is deal-
ing with incoming broadcast signals, whose levels
are dictated within relatively narrow margins by
broadcast standards. Though the carrier level may
vary widely from channel to channel, the modu-
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JVC HR-3300U

Input signal

COLOR VECTORSCOPE: Color information is essentially
phase-modulated into the composite video signal, and the vec-
torscope displays the phase information as a circle on which

lation of the carrier—and hence the signals fed to
the tape—cannot do so without either violating
FCC rules or compromising the quality of the pic-
ture and/or sound in the home receiver.

A Leap into the Future

Like most consumers, we were starting at ground
zero in this project. We had some familiarity with
the equipment, but we had not actually worked
with any of it. We were aware that the excellent
pictures we had seen demonstrated at press con-
ferences would not necessarily be reproduced in
thie home under typical operating conditions. And
because those conditions vary widely, we realized
the importance of asking CBS Technology Center
to bench test whatever equipment we would be
working with to give us some objective fix on per-
formance. At the same time, we looked forward to
the home-testing phase of the project as a learning
experience to whose results we had but a few
clues.

The first step was to choose models. When, in
the middle of last year, we began preparation for
this article, three basic home cassette systems
were in evidence. The best known, surely, was
Beta—né Betamax in Sony’s initial and highly pub-
licized models. Then there was what Quasar
called the Great Time Machine, a term it now ap-
plies to all its VCRs; the original system, now
dubbed VX, was devised by its |apanese parent
company, Matsushita, but available only from
Quasar in the U.S. The third format, introduced by
JVC, was known as VHS—for Video Home System.
This system was picked up by Matsushita, which
added a half-speed option to double record/play
time at some cost in picture quality; though play-
ing times are of course dependent on tape lengths,
the fast-speed option generally is called “two-hour
VHS,” the slower one “four-hour VHS.” Sony

=

Quasar VR-1000

each “‘pure’ color is represented by a small target: MG (ma-
genta), B (blue), Cv (cyan), G (green), YL (yellow), and R (red).
Though the aim of the various tape systems is neither perfect

quickly followed suit by adding a similar option to
Beta; that “option” now is standard and the higher
speed is omitted altogether in current production
models.

Other companies, one by one, have adopted ei-
ther the Beta or the VHS format. (The year-end
status quo was outlined in our March issue.) We
began requesting samples for editorial coverage.
They were not easily acquired, as it turned out. For
the Beta format we naturally approached Sony,
which eventually supplied the SL-8600. For the
original two-hour VHS system we likewise went to
JVC,; again we scored, with the HR-3300U. By this
time, RCA had announced that it would offer the
four-hour SelectaVision VHS, using a Matsushita-
built transport plus its own electronics; on the day
of the announcement we put in our bid for a
sample, which eventually was delivered in the
VBT-200. And of course we approached Quasar
for the VX. It materialized, in due course, as the
VR-1000, along with a sample of Quasar’s four-
hour VHS—the VH-5000, which was introduced
only a short time before the deadline for receipt of
the samples. Other samples had been requested
too, but for reasons that were not always obvious
they failed to show even when their manufac-
turers had expressed willingness to cooperate.

In any event we had a fair initial cross-section of
the available home decks. The four-hour VHS for-
mat was the only one represented twice (by the
RCA and one of the Quasars), but we figured that
the comparison between VX and VHS decks made
by the same company might turn up something in-
teresting. At the same time, a number of factors
were not represented. JVC and RCA, in particular,
have since announced equipment with all sorts of
sophisticated features not available in the decks
we had requested so long before; Sony had sent a
one-speed deck, so no documentation of the origi-
nal (fast-speed) mode would be possible.
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Quasar VH-5000 (fast mode)

(note that the JVC’s yellow and cyan dots are almost dead on,
while its blue dot, in particular, is somewhat displaced) nor
consistent (as exemplified by the considerable biurring in the

These seemed minor considerations to us. We
expect that features will change rapidly (a point of
view confirmed by the heavily feature-oriented
cast of some recent TV advertising for video
decks) and that nonavailability in a given format
or from a given company will therefore tend to
prove temporary. And the Beta high-speed mode
appears to be of only academic interest now.
While we planned to test the slow-speed mode on
those VHS decks offering it, the main emphasis
was on assessing the capabilities of the recorders
at their best—though we realized that many view-
ers would opt for the economy of the slower speed.
(JVC had, by this time, announced that it would
not offer the four-hour option on its VHS decks be-
cause it considered the quality compromise too se-
vere.) The slow speed, like other features, is an op-
tion that may or may not be of interest to
individual readers; the prospective buyer will
have to decide which of these “extras” will be of
value to him and shop (or wait) for the combina-
tion that suits his needs.

An Adventure in Measurement

The five decks were first turned over to CBS for
bench testing. The lab tried, as much as possible,
to adopt an approach similar to that used in our
regular testing program for audio products: Stand-
ard input signals whose values are well recognized
were to be recorded at standardized levels, then
played back and measured to determine how ac-
curately those values had been preserved through
the record/play process.

Right off the bat, the dictum that the recording
levels were to be “standard” posed a problem.
With automatic control of recorded levels in each
deck, and with different sorts of signal processing
used by each to make its compromises (for ex-
ample, beiween noise factors and overload of the

NOVEMBER 1978

RCA VBT-200 (fast mode)

Sony SL-8600

Quasar VR-1000 dots), we found it, in general, surprisingly
good. As with the multiburst tests, our in-the-home evaluations
generally agreed with the data from the lab.

tape), they presented neither a way of determining
what the absolute level on the tape might be nor of
altering it to suit any assumed standard. Actually,
the video signals posed little problem in this re-
spect since the range over which they may vary is
so narrowly circumscribed by broadcast tech-
nology; measurements could be made in terms of
pure replication, with no allowance needed for
any sort of headroom. Broadcast-station limiters
and similar equipment aside, however, audio sig-
nals are not so circumscribed, and some reference
“0 VU” is necessary if they are to be documented.
The lab first tried to use the level at which 3% THD
was reached (at 1 kHz) as the reference but found
that, with most of the decks, internal limiting pre-
vents input levels from going that high; as a result,
it settled on 3% distortion or maximum levels,
whichever came first.

In making its tests, CBS was concerned lest
something other than the tape might prove to be
the limiting factor in reproduction quality. In par-
ticular, it raised questions about the quality of the
RF modulators by which the decks create “broad-
cast” signals for the receivers’ antenna terminals.

To get answers, they made all the appropriate
tests both via the decks’ built-in RF modulators
(using a broadcast-quality demodulator to recover
the test signals) and via the direct video and audio
outputs. In each case, the results were extremely
similar; that is, the extra modulation and demodu-
lation steps (in the deck and the TV receiver, re-
spectively) do not materially compromise the sig-
nals as compared with the reproduced quality one
might expect with a studio-grade monitor system
fed from the decks’ direct outputs.

CBS also checked the effects of the electronics,
measuring the output signals both via the tape’s
record/play cycle and directly via the electronics
only, bypassing the tape. The electronics did little
to alter the test signals, indicating that the record/
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play process is emphatically the limiting factor in
each of these systems and that new tape for-
mulations (rather than circuitry) offer the most im-
mediate hope for future performance upgrading.
Curiously, some of the electronics-only measure-
menis suggest some signal precondilioning to
compensate for expected losses in the tape. Those
portions of the video test signals that are com-
parable to audio square waves, for example, may
show some spiky ringing at the initial transients,
while the same transients are visibly rounded off
by the record/play process. Presumably, there-
fore, the rounding would be more exaggerated but
for the compensatory ringing provided by the
electronics.

The data and oscilloscope patterns shown here,
however, all represent the “normal” function of
the deck as we believe it will be used in the vast
majorily of homes: That is, they are shown
through both the record/play tape process and the
RF-modulator output. And, unless otherwise spec-
ified, they are shown for the higher transport
speed of those decks offering a slow-speed option.

The lab’s original plan had been to test each
deck with tape supplied by its manufacturer. But
TDK also supplied some samples of its SA VHS
cassettes, and when RCA's tape sample proved not
to be virgin, the lab experimented with SA. It gave
excellent results—marginally better than the other
VHS tapes. So in the interests both of consistency
and of giving the decks their best shots, all the
VHS units were measured with SA.

The Video Data

The so-called multiburst signal, essentially a test
of frequency response, is a primary measure of
picture sharpness. The higher the frequency to
which the tape system will respond, the smaller
the detail that it can reproduce. The signal itself,
reading from left to right on the oscilloscope
photo, consists of a sync pulse followed by a white
band (the “square wave” rising to 100 IRE units,
representing maximum picture brightness—the
vertical scale of the display) and then a series of
tone bursts (centered vertically on 40 IRE units) of
increasing frequency: 0.5, 1.25, 2.0, 3.0, 3.58, and 4.1
MHz.

In an ideal system, each of these tone bursts
would be reproduced with the original amplitude:
in practice, as the oscilloscope photos show, this is
far from true. As a single-number characterization
of each deck’s performance in this respect, the
data show the response of the 2-MHz burst as so
many dB down from the original amplitude. In all
but one of the decks, the amplitude has dropped
significantly by 2 MHz and drops even more at the
higher frequencies; that one exception, the VX, re-
covers in amplitude at higher frequencies, but
with such severe alteration of the bursts’ wave-
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forms that the utility of the upper “‘response” in
preserving fine picture detail is questionable.

The shape of the white-bar “square wave” that
precedes the bursts also offers some hints of vis-
ible picture quality. Where the squareness of the
corners is exaggerated by ringing (typically. a
sharp spike at the corner with some waviness in
the flat portion to its right), it implies an exagger-
ated “etched” quality at the edge of the white bar
that one would see in the resulting picture; where
the corner is rounded, softened edges are sug-
gested. Small departures from ideal squareness
normally are difficult or impossible to see in actual
pictures, however, because they may be obscured
by similar departures introduced by the TV re-
ceiver on which the picture is viewed and are eas-
ily compounded by even moderate amounts of
multipath in broadcast signals.

The vectorscope photos indicate accuracy of
color reproduction. Running around the display,
clockwise from the “one o'clock™ position, are six
“targets” representing the additive and subtractive
primary colors: magenta, blue, cyan, green, yel-
low, and red. The central box of each target is the
dead-on bull's-eye; if the bright dot falls here, the
color may be considered perfect. Outside each box
are angles that form the corners of a larger box,
which may be taken as the “acceptably correct”
area. Displacement of the bright dot away from the

Lab Measurement Comparison

Manufacturer JvC Quasar
Model HR-3300U VR-1000
Type VHS VX
VIDEO
'S/N" ratios
luminance 42% dB
red-field AM 45d8 (see text)
red-fieid PM 39dB
Brightness linearity
step 1 -1.6% 0.0%
step 2 -0.8% 0.0%
step3 0.0% -5.9%
step 4 -0.8% -11.8%
step5 -2.4% -23.5%
Responseat2MHz  -7% dB 10% dB
AUDIO
H
S/N ratio 44d8 30%dB
ref. THO (O VU) 3.0% 2.96%

THD (-10VU) <2.4%, 80 Hz-10kHz <3.4%, 50 Hz-1 kHz

Weighted peak flutter 0.22% 0.20%
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bull’s-eye suggests that the color will be altered in
reproduction, though equal rotation of all bright
dots about the center axis would produce a shift
that could easily be corrected by the color controls
on a well-adjusted receiver. Blurring of the dots
suggests instability of color values in the repro-
duced picture. Some of these effects can be noted
in the vectorscopes, though all represent surpris-
ingly good performance in this respect consid-
ering that tape is notably a phase-altering medium
and that the color information is phase-dependent.

Another important picture quality test uses a
signal that ranges from 0 IRE units (the darkest
picture value, or black) to 100 units (the brightest,
or white) in five equal steps. This output signal is
put through a differentiator that isolates the ampli-
tude of each step, and the resulting signals are
measured. In an ideal system, all steps should be
identical both to each other in a given unit and to
the original input signal, but compression—possi-
bly due either to nonlinearity in the tape medium
or to electronic limiting intended, for example, to
inhibit tape overload—may prevent perfect equal-
ity in all the steps.

Generally speaking, the present models do well
in this test. Though compression of a few percent
may sound important, its visibility in a given im-
age would be questionable at best. The most
brightness compression obviously is supplied by

Quasar RCA Sony
VH-5000 vBT-200 SL-8600
VHS VHS Beta
39dB 40%. dB 40d8
39dB 41% dB 39dB
36% dB 30d8 34d8B

0.0% 0.0% -3.1%

0.0% 0.0% 0.0%

0.0% 0.0% 0.0%
-1.7% -4.2% -4.6%
-8.3% -10.8% -5.4%
-3%2dB -5d8 -13d8
37%. dB 37d8 45 dB
1.1% 1.4% 2.3%

<1.5%, 80 Hz-10kHz <2.0%, 80 Hz-10 kHz <:3.8%, 80 Hz-8 kHz
0.10% 0.10% 0.22%
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the VX deck, which reproduces the darker values
well but progressively loses ability to differentiate
brightness values as they rise toward white. The
loss of more than 20% in the highest step should be
expected to squeeze some of the sparkle out of the
picture highlights. The Quasar and RCA VHS
decks both have some mild compression in the up-
per brightness reaches, none below. The Sony has
a bit at each end—as does the JVC, though the lat-
ter's is vanishingly small.

Three video ‘“signal-to-noise ratios” are shown
in the video data. The luminance figure compares
a low-level brightness signal (7.5 IRE units) with
the noise on the signal (which, of course, repro-
duces as “snow”). The lab repeated these measure-
ments at 50 and 100 IRE units; in all cases, the re-
sults are similar at the three levels, though the two
at higher levels generally deliver slightly better
numbers. Obviously there is little to choose be-
tween Beta and VHS in this test. The red-field am-
plitude-modulation S/N ratio documents the de-
gree to which noise elements impinge on color
intensity; those for red-field phase modulation, the
degree to which noise may affect color purity and
stability. Here the differences are somewhat
greater, though not pre-emptive. So although the
JVC produces the best results in each of these three
tests, it can hardly be said to blow the othersaway.

No “S/N"” measurements were possible on the
VX because of its unique way of handling the pic-
ture. In the American (NSTC) video system, pic-
tures are displayed at the rate of thirty frames per
second and each frame is scanned twice—as two
fields. The scan lines for the second field of each
frame are intended to fall between—to interlace
with, in the technical term—those of the first field;
the first field may therefore be thought of as con-
sisting of all odd-numbered lines (beginning at the
top with 1, 3, 5, and so on) and the second field of
the even-numbered lines, filling in between the
odd-numbered ones to complete the picture. The
VX, however, is a skip-field system: That is, it re-
cords only one field for each frame and uses this
single-field information for both fields in the
monitor. The syncing ability of modern TV receiv-
ers being what it is, the picture remains surpris-
ingly stable and detailed considering that the re-
ceiver is deprived of half the information
normally supplied in a video signal. But the test
equipment is less able to cope with the depriva-
tion, making attempts at quantification in the S/N
tests too problematic to be useful.

Audio Tests

When we come to the sound properties of the five
decks, HF readers should find the going considera-
bly more familiar. Not surprisingly, the response
curves and other data all resemble those for regu-
lar audio cassette decks—though not the very best

ones, by any means. RCA does the best job of keep-
ing response flat, but none of the curves is as ex-
tended at either bottom or top as we would expect
in, say, a $300 audio deck. Still, on the average,
they represent more attractive response than you
are likely to get in standard TV receivers’ audio
sections.

And where we often are measuring S/N ratios
(without Dolby) of 50 dB or so in audio cassettes,
the figures here average about 10 dB poorer. Note
that the reference “0 VU” is specified in terms of
distortion at 1 kHz, as mentioned earlier. The THD
curves measured by CBS for the video decks (at a
level 10 dB below that producing the reference
level for the S/N tests) are reasonably flat across
the midband and rise sharply toward the fre-
quency extremes. The frequencies shown in our
data table are those between which the curves re-
main relatively level, and the distortion figures are
the maxima for these portions of the respective
curves. In all cases, midband distortion is respect-
ably low; in the VX, however, it begins rising at too
low a frequency (1 kHz) for the results to be con-
sidered even marginally high fidelity. Flutter is ac-
ceptable; indeed it is astonishingly low for tapes
that must, perforce, be bombarded by a succession
of rapidly rotating video heads.

Home Tests

The raw video data, as delivered by the lab, con-
veyed relatively little to us, of course, because we
had had no opportunity to calibrate our eyes, so to
speak. How good or bad was the performance to
be expected from the data? The only way to find
out was to do some looking.

Our local cable-TV operation presents a variety
of programming with fairly high-quality and rela-
tively stable signals, but—like most such cable op-
erations—with somewhat less signal strength than
one might expect from a good suburban-area
home antenna. We therefore had to take care that
the signals going to the decks were at least as
strong as that delivered by the cable. We fed the
output of our 75-ohm cable system to a coupler so
that we would have two outputs and connected
each of these to the input of a Channel Master RF
amplifier/coupler with four outputs—giving us a
total of eight, all at the same level a few dB higher
than that of the incoming signal. Five of these out-
puts went to the five decks, one to our TV receiver
as a video monitor, one to a Pioneer TVX-9500 as
the audio monitor, and the eighth was simply ter-
minated in a 75-ohm load to keep everything equal.

To compare the results, we hooked the RF out-
put of the deck we were evaluating into one of the
Channel Master amps and fed ane of its outputs to
the TV receiver and another to the Pioneer TV-au-
dio tuner. The resultant signal level at the receiver
and tuner antenna inputs was thus several dB

H1GH FIDELITY MAGAZINE



higher than that delivered directly by the decks
(generally, to comply with FCC regulations, in the
1-2 millivolt range and therefore comparable to
the output of a cable-TV system). This produced
somewhat better picture quality with our receiver
than the direct hookup (which we also tried), but
we felt that the RF amplifier should be kept in the
circuit for the tests to help us spot any visible dif-
ferences in the pictures from the decks. Likewise,
use of a coupler (to feed both the receiver and the
tuner from the deck under consideration) without
RF amplification threatened to drop the input to
the Pioneer below its muting threshold, prevent-
ing useful audio comparisons.

With this setup (which, incidentally, produced a

THE SLOW-SPEED VHS OPTION: Here, for comparison with
the full-speed data, you will find the lab results when the RCA
VBT-200 was tested in its slow-speed (or “long-play’’) mode. In
some parameters there is little change (or even an apparent im-
provement, as in S/N ratios, where some types of nolse may ac-
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consistently better picture on our “monitor” than
we’re used to getting from the cable with a direct
hookup), we were a little surprised to find that all
of the decks gave up something in picture quality
vis-a-vis the input signal. The losses might be com-
pared to those suffered in dubbing a master tape
onto cassette; the copy was—with the best decks—
certainly enjoyable and often excellent, but in
ways that usually were not difficult to spot it was
not the equal of the original. Fine detail was soft-
ened; the picture was subject to some jitter where
none had been visible in the original; colors—
though on the whole admirably reproduced—were
subject to some streaking and momentary vari-
ability; bending of the image (due to tape skew)

tually be suppressed by lessened playback capability), though
the overall impression—confirmed in our home tests—is of
poorer performance. Picture clarity and audio response suffer
significantly, color purity (whether displayed on the vector-
scope or on the TV screen) unexpectedly little
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toward the top of the picture could be detected in
varying degrees; slight interference moirés and
noise specklings could be noted on close inspec-
tion. But, again, the gverall quality was not seri-
ously compromised by the best of the decks, and
with some program material the losses were very
difficult to detect unequivocally.

The sound held up as well. Comparison of au-
dio-cassette recordings via the Pioneer tuner with
the sound from the video cassettes proved to our
satisfaction that there are audible losses in the lat-
ter, but with the best of the video decks the losses
are not severe: generally a slight coloration plus an
increase in hiss. To some extent, of course, the lim-
iting factor in this comparison is in the quality of
the broadcast audio signal. Even with the BBC Gil-
bert and Sullivan productions used in our test—
certainly among the better sonics to be had on the
tube—some salient shortcomings could be spotted.
An era of improved production and transmission
techniques for TV audio, should it come, will tax
this element of the video decks more sorely than
most broadcasts do now.

Who Wins?

We found comparisons in the home tests to be
complicated by the variability of the results we
were able to obtain from viewing to viewing—not
all of them attributable to differences in program
material. For example, the tendency of the top por-
tion of the picture to bend—either consistently, to
produce a fixed curvature in the tops of vertical
lines, or variably, so that those portions of verti-
cals appeared to “wag”—differed from playback to
playback, even when the same recording was
viewed from the deck on which it was recorded.
(The tendency seemed more pronounced, on aver-
age, when we tried playing the tapes on other
decks, particularly at the slower transport speed—
a statement that, obviously, applies only to the
VHS group since we had only one sample in each
of the other formats.) The most likely explanation
for this variability appears to be that changes in at-
mospheric moisture affect tape stiction, and there-
fore skew, as the tape runs over guides and heads.
At any rate, the variability of results inhibited une-
quivocal value judgments in our home tests.

Even the data—objective though they obviously
are and, with the lab’s atmospheric controls, only
minimally subject to humidity and temperature
effects—must be viewed with some caveats. Differ-
ent choices (for example, with respect to the as-
sumed reference levels) might alter results enough
to reverse inferences based on the present data.
Similarly, in the home, a different receiver used as
a monitor or different incoming signals strengths
or different test program material might likewise
lead to different conclusions.

Despite these considerations, we were able to
form some conclusions. The VHS decks at the
higher speed produced consistently excellent re-
sults: at best barely distinguishable from the in-
coming signal, at minimum of enjoyably good
quality. By contrast, the results from the VX
sample were not in the same league—often accept-
able in quality but consistently much less sharp,
stable, and enjoyable in other respects than the
sound and, pictures provided by the high-speed
VHS. In that group we found little to choose
among the three models; indeed our rankings often
changed from one trial to another. The Beta fell
somewhere between the two groups; the best we
were able to get from it was not the equal of the
VHS'’s best, but it generally outperformed the
VX. The greatest variability, perhaps, was in the
slow VHS mode: astonishingly similar to its high-
speed performance at some times, roughly com-
parable to that of the VX at others.

In view of the potential limitations at the lower
speed, we believe that those who are fussy about
technical quality (and we would expect readers of
HF to have high standards in this respect) will pre-
fer to use the higher VHS speed for any program
material that is to be saved as a library item, so to
speak. And from the same point of view, we tend
to regret the omission of Beta’s former high-speed
mode, however small the quality differences be-
tween its two speeds may be.

That is not to say that we agree with JVC'’s deci-
sion to avoid the slower VHS speed. Even ignoring
the doubling of tape costs at the higher speed, the
doubling of recording time in the “long-play”
mode is a powerful argument in its favor. And in
general the quality compromises it entails are less
than one might expect in trying to receive a weak
station—for example, in pulling in from a distant
station a ballgame that is blacked out locally. Un-
der such circumstances, where it is a question of
receiving a marginal image vs. receiving none at
all (or, at minimum, recording only the first por-
tion of the program), the choice appears clear. In a
word, we'd like to see both speeds remain.

Where tape-swapping may be desirable, we
found the three VHS decks more interchangeable
than we had feared but less so than would be ideal.
Again, it seemed to us that results were more con
sistent at the higher speed; we generally found the
results to be acceptable at either speed when a dif-
ferent deck was used for playback, but less satis-
factory than when the same deck was used for
both recording and play. In these and similar tests,
we tried to compensate for any imperfections in
the picture by using the tracking controls built into
the decks—which in theory should help adjust for
a tape recorded on another deck. While the lab
documented some improvements that could be ef-
fected at slow speed by readjustment of these con-
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trols, we found their influences slight in practice.
In no instance would they banish a shortcoming
we were seeking to overcome, though in some they
managed to reduce it a little.

We found the VX’'s controls the least flexible
and handy of the five, perhaps because those of the
other decks more closely resemble the lever sys-
tems of audio decks with which we're so familiar.
When you add to this the greater storage bulk of
VX tapes (actually the Beta's are, by a small mar-
gin, more compact than those for VHS) and the
more sprawling proportions of the present VX
deck—to say nothing of its technical limitations—it

seems the weakest competiior on every count we
can think of.

But we must return to the lab's tests for a final
word. Since the data seem to show so clearly that
the tape, rather than the electronics or the trans-
ports, is in every case the limiting factor in most re-
spects, we wonder whether future formulations
too may not alter our tentative rankings. Presum-
ably they will not, since a tape improvement in
one format should be applicable with comparable
success to the others; but in this wonderful world
of future shock, dogmatism can lead to unpleasant
surprises. L ]

VIDEO CASSETTE DECKS: The Features to Look For

The accompahying article discusses the basic deck mecha-
nisms and features that have come to be regarded as standard
equipment, but it points out that additiong| features will be of
considerable importance depending on the habits and desires
of the individual purchaser. In view of the rapid upgrading that
VCR features are undergoing, we have divorced the basics
from what might be called the frills; here are some of the salient
ones that you should consider in advance of purchase.

Automatic Timer Recording. An almost-standard feature, the
built-in clock /timer permits recording while you are away from
home withput using an outboard timer. We consider this an im-
portant feature and suggest that, even if a deck that interests
you doesn’t have it, you make sure any model you buy can, at
minimum, be used with an add-on timer. At this writing, at least
one built-in timer will both start and stop the recording. RCA's
latest model includes a programmer that will select a week's
worth of start/stop recording—including channel changes—
though of course the maximum accumulated recording time re-
mains fixed at four hours. Some built-in timers have luminous
digital readouts with an element that flashes every secohd,
which some users may find insistent and annoying in their living
rooms

Remote Pause. The PAUSE on the decks we tried permits rapid
start and stop and can be used for quasi-editing; the action is
comparable to that of audio cassette decks, though VCR
“edits’ are easier to detect in playback. The PAUSE thus is de-
sirable for such operations as editing out commercials while
the broadcast you are recording is in progress. The REMOTE
PAUSE allows you to do this from normal viewing position across
the room without running long RF lines between the deck and
the TV receiver.

Audio Overdub. This feature—which allows you to erase and re-
record the audio tratk without affecting the video—is of little
importance if you record only broadcasts. But since photo-
graphic services already are offering vigeo-tape dubs from cus-
tomers’ slides (which, of course, are normally delivered with no
recorded audio track), it may become more useful in future. For
the user who harbors any intention of applying the deck to
‘home movies,” it would seem to be near-obligatory.

Slow-Speed (“Long-Play’’) Option. A useful feature, in our
opinion; see the main article for some discussion of the pros
and cons. In both of the two-speed decks we have tried, the

speed control operates only during recording; speed adjust-
ment is automatic during playback

Automatic Shutoff. Most of the decks we tried return to the sTop
at the end of playback, recording, or the fast-wide modes the
way quality cassette decks do. Almost incredibly, the VX
sample we worked with does not—leaving you, for example,
with the impression that rewind is still in progress (because the
lever remains depressed) after the tape has stopped. You can
waste a lot of time that way; look for the automatic sTop

Switchable Playback-Output Channel. We see no reason why
this feature should cost much, and many users may find that it
will sometimes solve logistics problems of deck use. The VX
alternative of separate plug-in RF modules for each channel (at
extra cost if you want both) seems cumbersome and expensive.

Stop-Frame Playback. This certainly will be more attractive to
sports fans and to camera/mike home recordists than to run-
of-the-mill televiewers. Ready availability of prerecorded edu-
cational materials may further enhance the desirability of this
make-up-your-own-mind feature. The demonstrations we've
seen so far often suffer from a noise bar in the picture.

Slow-Motion Playback. At least one company has this feature
in the lab, though admittedly there are problems that remainto
be solved before it can be offered in production models.

Memory Rewind. While virtually standard, it rates mention here
as an alternative to stop-frame and slow-motion play. Whether
you want to analyze your backswing or determine whether the
runner was indeed tagged before he touched the plate, the
MEMORY can be almost as useful in allowing repeated playings
of a given bit of tape. It's also useful in setup or troubleshooting
because it allows quick, accurate rewind to the head of what
you've just recorded for instant viewing. As the article sug-
gests, however, in more elaborate operations we find the
counters (off which the memory works) of video decks less re-
liable than those in audio decks.

Fast-Motion Playback. This is sort of a CUE feature in that it al-
lows you to go through a tape quickly, looking for a particular
element that you might want to examine at normal speed or re-
place with a new recording. In the form in which JVC has dem-
onstrated it, an attempt is made to correct the audio pitch for
the increased transport speed. The result is more useful than
enjoyable, and—again—even the utility will depend heavily on
your viewing habits and tastes.
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PANIC

IN THE

PACKING ROOM

Stop the Lathe, | Want to Get Off!

The Sheffield Records Story Firsthand
by Nancy Pope Mayorga

Y NAME is Mother Sheffield. Doug Sax gave

l it to me. He put his arms around me affec-

: tionately, and he said, “Mother Sheffield.”

But you don’t fool around with Mother Sheffield

anymore. No amount of affection or sweet talk

could ever again lure me down that flowery path
to fame and fortune.

Blame it on mother love, of course. Around 1970
my son Lincoln produced a few classical records.
Onthe labels he put the name Sheffield, which was
the name of the street at the bottom of our hill. He
thought it was a nice name. When he was touring
England with the Ketty Lester troupe, he took a
snapshot of the Sheffield town hall tower. It be-
came his logo. He had done a little advertising and
was getting occasional orders, which, because he
was so busy as a pianist, would lie on his desk for
months. | felt sorry for these people who had to
wait so long for their records and asked, “Why
don’t you let me take over the orders for you?”

“Would you, Mother?”

“Sure. It will give me something to do.”

They amounted to one or two records a week. At
the Montecito (California) Post Office, | told the
postmaster, “It's my son’s hobby.”

He said, “It's good for you to have something to
do.” Ha!

In the meantime, Lincoln and Doug Sax, his
friend from junior high school days, were fooling
around with something they called “direct-to-

disc,” or ““d-to-d.” They managed to come out with
one record, Sheffield S-9 [“Lincoln Mayorga and
Distinguished Colleagues,” an eclectic collection
of popular music that now brings as much as $350
from collectors]. They thought it was very good.
They immediately faced the problem of distribu-
tion. Some people at the Marantz company lis-
tened to it and said they would like to send it to
their high fidelity dealers for a demonstration
record. They bought 2,000 at $2.00 apiece—a
fabulous sum of money! With the records went
order blanks, just in case the dealers needed more.

The first I knew of all this was when these little
slips began filtering in to me. All at once I was
packing eight and ten records a day instead of two
or three a week. I called up Doug in Los Angeles
and said, “You better send me more of those S-9s.”
I called up Linc and said, “You better send me
some packing material. I can’t spend all day cut-
ting up pasteboard boxes from the market. I'm get-
ting blisters.”

Overnight the order blanks began coming in a
small avalanche. It seemed that everyone who
bought equipment from Marantz wanted the
record. And everyone's friend who heard it
wanted it too. They wrote extravagant things like,
“Hurry, hurry! I'm dying!” And | hurried as much
as someone approaching seventy can.

At that time | was packing records in an upstairs
bedroom. Using the upstairs room was terribly

HiGH FIDELITY MAGAZINE



inconvenient, since the S-9s were downstairs in
the playroom. 1 would take them upstairs, wrap
them, and take them down again to the car.
Eventually it dawned on me that it would be easier
to pack downstairs, where the records were. Even
so, soon | was staggering out to the car with large,
heavy boxes, and it occurred to me that a small
hand truck might help. The first time I rolled it,
loaded, into the post office, my friend behind the
counter raised his evebrows and said, “This is a
helluva hobby!" It became his daily remark, and I
got tired of it.

My original business system, if you can call it
that, began to be outpaced by this flood of orders.
The only books 1 had ever kept were check stubs.
Linc and Doug, way down there in Los Angeles,
were too busy making a living and trying to pro-
duce another d-to-d to worry about what I was
doing in Santa Barbara. | was completely on my
own. But 1 felt that the boys (I still thought of them
as junior high school boys) ought to have a quar-
terly report of sales. On a sheet of paper | made
two columns, headed “in” and “out.” In the "in”
column 1 listed all the bank deposits, together with
the original bank balance; in the “out” column I
listed all the checks I had written, with the current
bank balance. After three or four tries, I managed
to get them to tally. My difficulty with addition, as
the columns grew in length, led to the purchase of
an adding machine.
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But when the “in"” column began taking up three
pages or more, | realized there must be some sort
of deficiency in my bookkeeping system. | con-
fided in Lincoln, who came up from Los Angeles
one morning with a CPA. I showed the man my pa-
pers. He said, “In? Qut? What'’s this?”

I explained it to him: “This is the money that
comes in, this is the money that goes out, this is
what’s in the bank, and they balance.”

“l see,” he said, stunned. 1t seems to work.” He
gave me a peculiar look.

Two good things came out of that meeting. Lin-
coln gave me permission to hire a part-time pack-
ing boy, and the CPA whispered in Lincoln’s ear
that | needed a bookkeeper.

Slowly it was being impressed upon me that |
had a job. No more of that hobby nonsense. I didn't
need a job, and | didn’t want it. But in all fairness 1
think I should mention that the job had compensa-
tions. { had started at $1.00 an hour. They raised
me to $3.00. And with the advent of the S-9, my pay
went up from something like $4.00 a week to $24
dollars a day, sometimes $30. | usually worked Sat-
urdays and Sundays too, but [ didn't charge them
for that. I didn’t even tell them, because 1 was
afraid Linc would worry. Anyway, the real com-
pensation was the fun—the people who called me
from all over the country and up into Canada, just
to talk about high fidelity, just to tell me about
their equip:mment and what our record meant to
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them: “I have 800 records and only one I can play
on my system” or “You have ruined my record li-
brary for me. I only play your S-9. When is the
next one coming out?” It was unbelievable that
there was only one direct-to-disc record on the
market—only one. Ours.

Some of my phone pals discovered that the busi-
ness was in my house, and they would call me up
at breakfast time or after dinner so as to have more
time to tell me about their high fidelity sets. They
said things like, “I have an F58 tweeter with a 324
Selig woofer, two Adder speakers, and an Ironton
424 amplifier, which I have hooked up into an 82%
BTM Mirroflo sound system.” Anyway that’s what
it sounded like to me. I had just one answer to all
this. From the depths of my ignorance I would say,
asenthusiastically as [ could, “It sure sounds like a
remarkable setup!” This seemed to satisfy them.
Then they invariably added, “But | have only one
record | can play on it.” It seemed to me | was
laughing from morning till night. One of the most
heartwarming remarks was from a man who said,
“In the evening my wife and I light the fire in the
fireplace, pour two glasses of white wine, and pul
your S-9 on the turntable.”

Soon | had real trouble. Word somehow got
around that there was an S-10 in the making. Our
hundreds of customers began pressing checks
upon us for future orders. [ had not yet learned the
dangers of back-ordering (especially with a book-
keeping system like mine), and I deposited check
after check against future deliveries. My back or-
ders were weighing on my mind as well as on my
desk. | began urging the boys to hurry with the S-
10. But it seemed there was no hurrying a direct-to-
disc recording. You must take time, or you com-

promise quality. The boys became a little annoyed
with me, and I felt they didn’t understand my
problem. The back orders continued 1o pour in. |
was using that money to pay bills. This bothered
my New England conscience. I had my first attack
of hives.

Finally the S-10s came out. The pile of back or-
ders began to dwindle. But, horror of horrors!
People thought it was better than the first record,
and we had a tidal wave of orders. | was panting.
My packing boy, Tom Williams, who was studying
at Westmont College to be a Baptist minister, was
unflappable. “We can only do so much,” he said
calmly, “and if they have to wait, they'll be hap-
pier when they get it.” He hunched over the type-
writer, made out bills and labels, took phone or-
ders, packed, stacked the records in his van, and
wen! off to the post office. When I went to his grad-
uation at Westmont, | cried real tears. He was
thoughtful enough to find me another boy and
train him before he left.

In the midst of all this came another anxiety—
foreign orders. The first came from Germany. Not
so bad. He had a representative in the U.S. who
told me exactly what to do. The next came from
Canada, which requires export-import papers in
quintuplicate. Canadian customs officers don't al-
low any mistakes or crossouts or write-overs. You
have to do it perfectly. Believe me, this is a real ac-
complishment with two fingers and a Smith-Co-
rona portable.

Then Australia—same thing. The Australian
dealer asked me not to use a broker, to do it myself.
This was actually the first I'd ever heard of a bro-
ker. One night the phone rang, and it was Sydney,
Australia. | couldn’t believe it—the other side of
the world and even a different day' (Earlier or
later, I wasn't sure.) But I was soon brought back to
the present: “Mrs. Mayorga, where are the papers?
The records are sitting on the dock and no papers!”
I didn’t know where the damned papers were. |
had sent them. I said that all I could do was make
out another set and send them air mail special de-
livery. He was somewhat mollified by my voice,
and he mentioned rather offhandedly, “Well,
we're having a postal strike here. Maybe that's
holding them up.” I was furious at him, and I
didn't sleep that night. Later he came to this coun-
try and apologized profusely, and we became good
friends.

When I look back on those days, I think it re-
markable that Linc and Doug trusted me. I don't
mean with money. | am honest to the fraction of a
penny. But this was their business, which | was
running with no experience and no business sense
whatever. Of course, they were as inexperienced
as | was. And none of us had any idea how fast and
how huge the business would grow. To me it was
frightening. I had periods of frantic paper-shuf-
fling at my desk. I had more than occasional af-
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tacks of hives. And | couldn’t atford to be sick, the
orders piled up so fast—like when a boat is leaking
and you stop bailing for a minute to catch your
breath, but the water doesn't stop just because you
do. You have to work twice as fast just to keep up.

Once in a while Lincoln came up to Santa Bar-
bara, but he wasn't any help to me. He really didn't
know anything about the business. Or Doug would
call me: “Hiya. sweetie! How are things going?
Having fun up there?”

[ would say sternly, “Doug, running this damned
business is not my idea of fun.”

“You're doing fine,” he'd say. That was all he
knew.

Fortunately, my relationship with my bosses
was fine. Part of the reason for that was that |
didn't see them often. Part of it was because |
loved them both. I loved Doug when he played the
trumpet in the junior high school orchestra, and 1
love him now. But [ have to mention that, along
with his great charm, he has a slightly warped
sense of humor. For example, one morning he
called, saying. “Hiya, sweetie! HHow are you doing
with the S-10s?”

“They're selling like hot cakes. | was just going
to call you and ask you to send me some more.”

“Well, Nancy, | have bad news for you. What
you have on hand is all you’re going to get.”

[ was panicked. “What do you mean?”

“We lost a few stampers, and that’s the end of
the S-10s.”

“Doug! Does Lincoln know?”

“Of course he knows."

“What am | going to do? How can [ write all
these people and send back their money?”" And
perhaps I didn’t even have enough money!

“You'll manage,” he said cheerfully, and hung
up.

I called Lincoln in a tizzy: “Linc! What about the
S-10s?”

“What about the S-10s?”

“Are they all gone?”

“Of course nol. We have lots of them.’

“Doug said some stampers were ruined and
there are no more.”

“He was kidding you.”

[ still had doubts. “Would you know?”

“Of course I'd know. We have plenty on hand
and plenty to come. He was just kidding. That’s his
way.”

His way! I hung up, and my rage was a ball of
fire in my breast. I am not a vengeful woman. At
the same time, | knew what | had to do, and I was
smart enough to bide my time for the right mo-
ment.

It came. One morning Doug called and said,
“Nancy, will you send me a check for $500?"

I said, “No.”

“No? What do you mean, no?"

“I mean, no check.”

NOVEMBER 1978

“But Nancy, I need that money!”

“I'm sorry, but up here I just take in money. I
don’t give any out.”

“It’s our money!” He sounded a bit frantic.

“l know that, but I'm in charge of it, and I'm not
letting any of it go.”

“But I have obligations' What am I going to do?”

“You'll manage,” | said, and hung up. I fell back
on the couch and laughed until the tears rolled
down. Then | composed myself and waited for the
phone to ring. It would be Lincoln.

It was. “Mother!”

“Hello, dear.”

“Send Doug a check for $500!"

“Okay.”

“Send it right away. Today.”

“All right.” Then I laughed.

“Mother! It is not funny!”

Well, the fact was that the job was too much for
me and it was making me sick. And depressed, too,
because I thought 1 was indispensable, and I saw
no way out for me, ever. Only the grave, and that
couldn't be far off. I didn’t tell Lincoln. I didn't
want to worry him with a problem that had no so-
lution. It was a dear friend who noticed and told
him. Linc was startled and upset. He immediately
said to Doug, 'l want my mother out of that joh.
And I want her to have her house back.”

And so it was over. Miraculously. Overnight.

Sometimes [ go down to the office on Coast Vil-
lage Road. | look over their electric typewriters,
their intercom system, the cotfee machine, the du-
plicator, the computerized bookkeeping system,
the postage meter, the company van. | listen
patiently to their summary of research and devel-
opment. their plans for finer and more innovative
equipment, and for the new recording studio to
hold it. Then | announce to those seven people
who took over my job, “I'm going for a walk on the
beach.”

It’s so good not to be indispensable. It's so good
to be Mether Shetfield—emeritus. Here [ am, at my
age, on the beach, laughing. / ]
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Rounding Out

S

the Britten Legacy

Works written after the composer’s
1973 illness are featured

in a crop of releases from London,
Columbia, and Hessound.

by David Hamilton

Benjamin Britten in 1974
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Decca/LONDON SURELY has reason to be proud of its
service to the music of the late Benjamin Britten—a serv
ice to posterity as well. Of his more than ninety num-
bered works (a few were withdrawn from circulation),
about half were recorded in performances by the com-
poser (as conductor or pianist). A couple of dozen more
are also in the Decca group catalogs, performed in many
cases by the artists for whom they were written.

Moreover, these are in very large part superb per-
formances, which give every evidence of having been
recorded under optimum circumstances, as has not al-
ways been the case with composer performances. (Con-
sider the case of Igor Stravinsky, who may not have
been as efficient a conductor as Britten but whose
recordings would have surely been much better had
they not been skimped and hurried, for reasons that will
probably seem pretty silly fifty years from now.) If you
remember that Decca’s Britten catalog includes ten op-
eras and the three church parables, the scale of the fi-
nancial commitment will become apparent. (Gloriuna
was unfortunately never recorded, nor Britten's ar-
rangement of The Beggar’s Opera, while the early Puul
Bunyan was only revised and made available for per-
formance in 1974.)

Before us now is the autumnal harvest of this bounty.
Not the final installments. however, for several of Brit-
ten's own recordings have still not been issued in Amer-
ica. Since they may not be, here are the British numbers:
SET 445 contains two strikingly contrasted works for
children, The Golden Vanity, Op. 78, and The Chil-
dren’s Crusade, Op. 82; on SXL 6608 are the moving song
cycle Who Are These Children?, Op. 84, and the Fourth
Canticle. Op. 86. Two works from the years preceding
Britten's illness in 1973 have not yet been recorded: an
overture, The Building of the House, Op. 79, and the
Third Suite for Cello, Op. 87.

During his convalescence, Britten worked his way
back into composition by first revising a number of
early works, including a 1931 String Quartet in D (re-
corded by the Gabrieli Quartet on English Decca SDD
497) and the aforementioned Paul Bunyum. The first
new work of this period is the Fifth Canticle, Op. 89,
completed in [uly 1974, which takes the diminutjve im-
plication of its title more literally than any of its four
predecessors. The medium is tenor and harp, the text
The Death of St. Nurcissus, an early T. S. Eliot poem
that remained unpublished until 1967, presumably be-
cause its opening stanza had been pillaged for use in
The Wuste Land (lines 25-30).

In his notes for the recording, Donald Mitchell points
to Britten’s frequently original and sympathetic writing
for the harp as an orchestral instrument, and this same
disc includes the solo suite written in 1969 for the Welsh
harpist Osian Ellis, in which a surprising range of musi-
cal characters is coaxed from that frequently ster-
eotyped instrument. In the canticle, it takes on the role
of accompaniment in more subdued tashion, without
sacrificing its distinctive colors. The Death of St. Nar-
cissus is a spare, austere work, the harp’s occasional
touches of acrid glitter finding echoes in the drier tones
of Peter Pears's voice to suit the desert landscape of the
poem, the torrid martyrdom of the saint.

The Suite on English Fulktunes, Op. 90, completed in
Novemher 1974, takes up a short piece written in 1966
for the opening of London’s Queen Elizabeth Hall and
adds to it four similar movements. In each, two folk-
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songs or dances furnish the melodic material. though
only in one case is the original tune presented in com-
plete form. The outer pieces are for full orchestra, the
inner three for smaller ensembles. A subtitle, “A Time
There Was. . .," is drawn from Thomas Hardy: “A time
there was ... when all went well.” The message of this
piece scems to be that such a time is no longer. though
the pessimism implicit in the pungent orchestral colors
and harmonic clashes is perhaps inflated by Leonard
Bernsteins rather self-consciously “grand” perform-
ance. A more idiomatic recording, say from the English
Chamber Orchestra, would be welcome. for the New
York Philharmonic’s playing here is not distinguished,
the string tone especially hard and inappropriate.

Early in 1975, Britten completed Sacred and Profane.
Op. 91, a selection of eight medieval lyrics set for unac-
companied voices. These are small miracles of contra-
puntal virtuosity and harmonic sensitivity, brief but of-
ten powertul in their alternation of piety. rusticity,
seasonal concerns, and—to conclude—pawky humor
about death. They aren’t easy to sing, and the Wilbye
Consort does a lerrific job with them, one voice to a
part. Inthe Yale Concert Choir’s performances—in Hes-
sound’s two-disc “Memorial Concert”—tull chorus al-
ternates with solo voices, and this works rather well:
and if the soloists here aren’'t quite at the level of the
English group, the full chorus is remarkably good, and
its ampler tone lends scope to the work.

The next work was a gift (hansel. in Scots) for the
Queen Mother's seventy-fifth birthdav, and it acknowl
edges her Scols ancestry in its use of Robert Burns
poems. Genial and lightweight, A Birthday Hansel once
again matches tenor and harp. for the Pears/Ellis duo.
Rather more than in the canticle. the tenor's persistent
quaver is troublesome: for all of his still evident artistry
(he was sixty-five when the recording was made), the ef-
fort of controlling the voice detracts from the intended
effect.

Phaedra. Op. 93, was written for Janel Baker—a “dra-
matic cantata” after such models as Handel's Lucretia:
the text for the Greek queen's monologue is assembled
from Robert Lowell's translation of Racine’s tragedy.
Two recitatives, accompanied by harpsichord. and
cello, separate longer movements scored for string or-
chestra and percussion. The music’s energy, held under
tight control in the fragmented instrumental phrases,
the dry drumbeats, the needlepoint of the harpsichord,
flashes out in the intensity of Baker's declamation and
in a few dynamic climaxes. Despite some suspect into-
nation from the soloist, the performance is strong and
eftective.

Ina sense, the best is still to come. After Phaedra was
finished. in August 1975, Britten began a string quartet
(the third of his numbered quartets). Finished in No-
vember of that year. it was first plaved after Britten's
death, in December 1976, by the Amadeus Quartet: one
hopes that a recording will come along soon, for this is
the most extensive and cloquent of the late works, and
any definition of the composer's final period will have
to take it into account.

Obviously. most of these recordings recommend
themselves, with the reservations already noted. The
Pears/Ellis record includes three “encores.” and the
Wilbye Consort throws in several early choral works (if
you don't yet know the delightful 1944 Shepherd’s Ca
rol, be sure to look it up. on this or another of several

recordings). The Prelude and Fugue (1943) is also wel-
come, in a 1971 composer-conducted recording that has
evidently been waiting around for a coupling. Bernstein
gives us the familiar Peter Grimes orchestral excerpts:
though the Philharmonic’s tonal quality is no more win-
ning here, the approach at least does not overwhelm
this music.

The Hessound set preserves a concert given in New
York’s St. Thomas Church on the first anniversary of
Britten’s death. As well as Sacred and Profune, it in-
cludes the first domestic recording of Voices for Today,
a 1965 United Nations commission for chorus and op-
tional organ accompaniment (used in this perform-
ance). The opening section uses brief thoughts from a
bevy of philosophers and poets, and the rest is occupied
with large chunks of Vergil's Fourth Eclogue (the one
about the child whose birth will usher in a new golden
age—widely misinterpreted in the Middle Ages as a
prophecy of Christ): a characteristically proficient occa-
sional piece.

The other works in this set are familiar from other
recordings—some of them frankly betler—but the Yale
choir and the Greenwich Choral Society do fine work
and the whole makes an attractive conspectus of Brit-
ten’s choral (and organ) music. (The Gloriunu dances
are here performed with the introductory lines for solo
tenor, as in the opera; these were omitted on earlier
recordings.) A strong sense of occasion is conveyed, es-
pecially at the end of each half, when the congregation
joins the choruses in the hvmns featured in St. Nicolus
and Noye’s Fludde, reminding us of Britten's intense in-
volvement in music for everyone: for this we can easily
forgive the occasional intrusion of noise from the oul-
side world (thaugh Fam less disposed to forgive similar
sounds in London’s recording of Sucred and Profane—a
problem that afflicts other of their recordings made in
All Saints Church, Petersham).

All these records include texts, and a modern para-
phrase of the medicval English of Op. 91; many of us
would have welcomed some glossing of the Scots dia-
lect of the Burns poems as well.

BRITTEN: Suite on English Folktunes, Op. 90. Peter Grimes:
Four Sea Intertudes, Op. 33a; Passacaglia, Op. 33b. New York
Philharmonic. Leonard Bernstein, cond. [John McClure, prod.]
CoLumBia M 34529, $7.98 (SQ-encoded disc). Tape: s MT
34529, $7.98

BRITTEN: Instrumental and Vocat Works. Various performers.
[Ray Minshull, prod.] LonDoN OS 26527, $7.98.

Prelude and Fugue, for eighteen-part string orchestra, Op. 29 (English Chamber Or-
chestra, Benjamin Britten, cond.). Phaedra, Op. 93 (Janet Baker, mezzo-soprano;
English Chamber Orchestra. Steuart Bedtord, cond.). Sacred and Profane, Op. 91;
A Wealden Trio; Sweet Was the Song; The Sycamore Tree; A Shepherd's Carot (Wil-

bye Consort, Peter Pears, cond.).

IB BRITTEN: Works for Voice and Harp. Peter Pears, tenor
Osian Ellis, harp. [Michael Woolcock, prod.] LONDON

TREASURY SR 33257, $3.98.

A Birthday Hansel, Op. 92. Canticle V. The Death of St Narcissus, Suite tor Harp,
Op. 83. Glpriana: Second Lute Song. Two Scottish Folksongs (arr. Britten): O can ye
sew cushions?; Ca’ the yowes

BRITTEN: A Memorial Concert. Various perforiners. [Richard L
Hess, prod.] HESSOUND S 1001 /2, $15.96 (two discs: also avail
able for $12 plus $1.50 shipping from Hessound, 111-31 78th
Ave., Forest Hills, N.Y. 11375).

Fantare for St. Edmondsbury (1959); Voices for Today. Op. 75 (Manhattan Chorus,
Daniel Paget. cond.; Boys of St. Thomas Choir, Gerre Hancock, cond.). Hymn to St
Cecllia, Op. 27; Sacred and Protane, Op. 91 (Yale Concert Choir, Jon Bailey, cond.)
Missa Brevis in D, Op. 63 (Boys of St. Thomas Choir, Hancock). Prelude and Fugue
on a Theme ot Vittoria (Thomas Strickland, organ). Gloriana: Choral Dances (James

MacDonald. tenor: Festival Chorus of the Greenwich Choral Society. Richard Vogt.
cond.)
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New Light
on the Baroque Era

Vittorio Negri anc Philips launch
a series of Vivaldi’s sacrec works
with an i-resistible blend

of grzat music and

exemplary presentation.

by Paul Henry Lang

Vittorio Negri
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Tris 1s ONE of those rare recordings of “old” music
where everything is just right—the music is great, the
performances superlative, and the engineering {lawless.
The title promises the complete sacred music of Vivaldi;
this album contains Vols. 1 and 2, perhaps a rather
grandiloquent description since there are only two discs
in it, but they are worth the price of several thick al-
bums. These are sacred works for the big Venetian ap-
paratus, soloists, two choirs, dnd two orchestras. Three
of the numbers were already available domestically: the
Kyrie on RCA Gold Seal AGL 1-1340 and on Archiv 2533
362 (and also on RCA Red Seal), Beatus vir on Orion
ORS 75208 and on Hungaroton SLPX 11695, and Lauda
Jerusulem on that Hungaroton disc; the other works,
sumptuous and fascinating, are new to the catalog.

The Introduzione to Dixit Dominus has two Allegro
movements, virtually little concertos for soprano,
which Margaret Marshall sings with yerve and an at-
tractive, shining voice. At the opening of the piece one is
momentarily startled by its resemblance to Bach's E
major Violin Concerto.

The Dixit Dominus itself is a tremendous work, Vi
valdi at his expansive best in the grand style; this is the
opulent High Baroque, and one can fairly see the festive
crowd at St. Mark’s in Venice (even though it is not
known whether it was actually composed for the great
basilica). It is a large work in ten sections, each different
in mood and in the forces used. No. 2, with its impas-
sioned choral ejaculations over a heavily pulsating
bass, is overwhelming. No. 3, for two sopranos and the
double orchestra, has a capriciously fantastic texture.
No. 4 is a quiet snoliloquy for contralto, but in No. 5 a
tonal avalanche announces “Juravit Dominus,” fol-
lowed by a splendid choral fugue, “Tu es sacerdos.” No.
6, for tenor and bass solo, is like a double concerto; un-
fortunately the fast roulades prove to be too mnuch for
tenor Anthony Rolfe Johnson, though bass Robert Holl
valiantly holds his own. No. 7 opens with trumpet fan-
fares; then the choirs fall in majestically with “Judica-
vit,” a highly dramatic piece, followed by a svothing
sulo for soprano. No. 9, the “Gloriu patri,” and the fol-
lowing fugue, “Sicut esat,” are again blazing; the choral
writihg would earn a plaudit from Handel himself, and
the grofusion of ever new ideas, themes, and counter-
thenles over the throbbing orchestra forms a rich tapes-
try. The work ends on a dazzling pedal point.

The eight-part Kyrie has been well recorded before,
but this performance tops even the excellent Archiv
editivn I reviewed in July. The composition is magnifi.
cent, with its shifting chordal harmonies relieved by
gently colliding dissonances as the paits begin to move
independently. T'here is an underlying sadness in the
first "Kyrie.” The "Christe eleison,” though allegro and
in the concertato manner, is tender and supplicating,
and it is also very demanding in choral virtuosity. The
second “Kyrie” is a great fugue; this time the tone is
positive and jubilant, and once more the choral writing
is extraordinarily smooth yet virtuvsic.

Beatus vir is also known, but again this perforniance
is superior, excellent as the Hungaroton recording is. In
No. 3, a vocal concerto tor two sopranos, the soloists
sing the garlunds with ear-catching virtuosity, as the
piece was undoubtedly originally sung by those incred-
ible girl artists at the Picta. In No. 4 the voices rise one
after the other ("Exortum est in tenebris lumen”) with
an ineffable melodic turn on the word “misericordis.”
No. 5 is ugain a cuncerto-like movement for soprano.
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while No. 6 calls for a solo trio whose voices are beau-
tifully interlaced in liquid counterpoint. No. 7, a vivid
choral piece of almost madrigalian lightness, is
strikingly sung, but in No. 8 the tenor is once more hard
put to cope with the fantastic coloratura, though he
tries his best. The final *Gloria patri” is festive and so-
norous, and une marvels at the boy trebles’ ringing and
colorful voices.

In Lauda Jerusalem, another fine psalm setting (147),
solo and ripieno perform the verses alternately; the con-
trasts are striking. In the last work, Domine adiuvan-
dum me, Vivaldi exploits the natural opportunity of-
fered by the two choirs by making them sing here anti-
phonally, there united into one body. What a magnifi-
cent composed long crescendo in the first number! The
“Gloria patri™is deceptively quiet, the solo soprano en-
tering after a long ritornel with a gliding melody, but at
“Sicut erat” the choirs do not wait for the usual ritor-
nel—they explode with full chords, then break into one
of Vivaldi's sprightly and sparkling fugues.

The performances are among the best | have heard in
many a moon. The engineering is faultless—notably the
choral sound, which is brilliant and finely equalized,
with every part clearly etched. The John Alldis Choir is
phenomenal. The trebles are simply magnificent; not
only are the voices accurate, but, most rare with boy so-
pranos, they have plenty of carrying power and solidity
even in the highest reaches. Here the chorus envelops
the listener with sound that is like the rising surf; there
they sing in the pointed madrigalian vein, pianissimo
and leggiero, yet every note clearly tossed off. The Eng-
lish Chamber Orchestra is precise and supple.

As [ have already remarked, Margaret Marshall must
be the equal of that soprano of the Pieta who was so
lavishly complimented by all visitors to the conserva-
tory. She carries the brunt of the solo portions, but
mezzo Ann Murray seconds her ably, and alto Anne
Collins also delivers her solos elegantly. Tenor Johnson
is not made for vocal acrobatics, but when sustained
singing is called for he rises to the occasion, as does bass
Holl. The continuo (organists Jeffrey Tate and Alastair
Ross) is exemplary, always of just the right strength,
supporting but not interfering, and free of those mean-
ingless curlicues we usually hear. In general the orna-
mentation stays within judicious bounds.

All this is, of course, due to the generalissimo, Vittorio
Negri, who is in absolute command, handling the large
ensemble as if he were playing all by himself on a key-
board. The precision is of clockwork accuracy, the tem-
pos lively but never hurried; one never hears the ticking
of the metronome, and dynamics are well varied.

All in all, this is a stunning achievement, graced by
excellent, scholarly, and informative notes by Michael
Talbot. Though the as yet unworked lode of Vivaldi's
manuscripts will undoubtedly yield more such master-
pieces as these, what we already possess materially
changes our traditional picture of the musical baroque;
I only wish that Dallapiccola and Stravinsky, who so
glibly maligned Vivaldi, could have heard this set.

VivaLpl: Sacred Works, Vols. 1-2. Margaret Marshall, soprano;
Ann Murray, mezzo-soprano; Anne Collins, alto; Anthony Rolfe
Johnson, tenor; Robert Holl, bass, Jeffrey Tate and Alastair Ross,
organs; John Alidis Choir, English Chamber Orchestra, Vittorio
Negri, cond. PHIiLIPS 6700 116, $17.96 (two discs, manual se-
quence).

Kyrie, RV 587; Domine ad adiuvandum me. RV 593; Dixit Dominus. RV 594 (with In-
troduzione al Dixit, RV 636), Beatus vir, RV 597, Lauda Jerusalem, RV 609

Arthur Farwell:

Rediscovering
an American Original

MHS’s welcome recording

of the “Indianist” composer’s
piano quintet cantrasts with the
unsatisfactory performances
offered by New World.

by Irving Lowens
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Poor ARTHUR FARWELL picked the wrong years in
which to be born and die. Had he come into the world
four years later than 1872, or had he left it one year ear-
lier than 1952, our recent bicentennial celebration
would have taken place either a century after his birth
or twenty-five years after his death, and he undoubt-
edly would have been rediscovered by somebody. But it
didn’t happen that way. and thus it comes about that his
unpublished piano quintet. written while he was a
member of the Michigan State faculty in 1936-37, is the
first of his major works to be recorded. with the excep-
tion of the orchestral suite The Gods of the Mountuin,
Op. 52, which Karl Krueger's Society for the Preserva
tion of the American Musical Heritage brought out in
1965 as played by the Royal Philharmonic.

Farwell deserves more attention than that—indeed
Krueger refers to him, not without reason, as “probably
the most neglected composer in our history.” Certainly
he was one of our best-trained composers, completing
his studies in the 1890s with Humperdinck, Pfitzner, and
Guilmant in Europe after a stint at the New England
Conservatory, and after his return to this country at the
turn of the century he began his crusade to establish a
national identity in music. Spurred on by Dvotak’'s chal-
lenge to American composers to utilize indigenous folk
materials, Farwell founded the Wa-Wan Press in 1901 to
provide for the periodical publication of American mu-
sic, largely but not entirely folk-derived. The Wa-Wan
Press became a storm center of controversy during the
first decade of the twentieth century and helped mate-
rially in giving our serious composers a sense of dignity
and purpose, as well as a national platform.

Farwell did not follow Dvorak's advice that Ameri-
can composers should go about creating a “national”
music by drawing upon the music of the blacks for in-
spiration—instead, he turned to the Indians. But despite
the fact that many of his own compositions drew from
Indian sources, his approach to the problem was basic-
ally pluralistic. Although he was the acknowledged
leader of the “Indianist” movement in American music,
he welcomed colleagues who preferred to base their
music on ragtime, Negro songs. cowboy songs, and. “of
the utmost importance, new and daring expressions of
... sound-speech previously unheard.”

Of the piano quintet, Farwell wrote that “with the ex-
ception of the second movement, all the themes are
from my notebooks of the yeurs 1904 to 1907, during
which time | was making my first journeys to the far
West. It is likely, therefore, that in the first, third, and
fourth movements there will be found something of the
loneliness of the plains and the ruggedness of the moun-
tains. There are no American folksongs whatsoever
used for themes in this work.

Without having read his note, | very much doubt that
any contemporary listener would sense “the loneliness
of the plains and the ruggedness of the mountains” in
the quintet, but this is not to say that the work is devoid
of interest and individuality. Although it was composed
some four decades after his European studies. it is redo-
lent of late romanticism. Occasionally, Farwell ven-
tures into polytonality and polyrhythm, but the work as
a whole is essentially tonal and uses the harmonic vo-
cabulary of Richard Strauss or early Schoenberg. The
most interesting movement is perhaps the second,
which “"was suggested by listening to a large Chinese
gong struck softly but continuously, and noting the mu-
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sical etfects arising from the overtones.” The contin-
uous iteration of the lowest C on the piano throughout
the movement is almost hypnoticin effect. The perform-
ers, all of whom are members of the Pacifica Chamber
Players on the West Coast. bring sympathy and sensi-
tivity to their reading. and do full justice to Farwell's
score.

New World Records’ once-over-lightly survey of the
Indianist movement is a different kettle of fish, how-
ever. NW 213 has roused the ire of many prominent his-
torians of American musie and has become something
of a minor scandal among experts in the field. The re-
lease of the recording resulted in a bitter protest ad-
dressed to Herman Krawitz, president of NWR, from
Neely Bruce of Wesleyan University, a respected mem-
ber of the Rockefeller-funded project’s editorial com-
mittee. Copies of his letter went to all of Bruce's col-
leagues on the committee as well as members of the
press shortly after the record saw the light of day.

Bruce was moved to write to Krawitz shortly after lis-
tening to the Farwell performances in the company of
Brice Farwell, the composer’s son, who has been mak-
ing a valiant effort in recent years to rescue his father's
name from the obscurity into which it has fallen. Bruce
makes his unhappiness about the whole venture crys-
tal-clear, but he saves his most savage criticism for the
performance of the two Qp. 102 choral pieces, which he
terms “truly scandalous.”

“In the first place,” he wrote, “the number of singers is
oft by about 200 percent. so that music which is ob-
viously intended for large chorus is made to sound like
madrigals. In addition to ruining the music, the decision
to record these pieces with this number of singers
makes the Rockefeller Foundation look cheap. since it
was obviously made to save money. The performance of
The Old Man’s Love Song is out of tune and has no
sense of longing or poigrancy; it is also boring, because
it is too slow. The performance sounds as if the tempo
were chosen on the basis of how long it takes the singers
to find the pitches.

“The Navajo War Dance, however, is far worse. The
weak and preposterous effect which this performance
makes must be heard to be believed. The piece as Far-
well intended it is an imitation of American Indian sing-
ing, which is very different from the style of singing
taught in most music schools in this country. The sing-
ers in this performance are either completely unaware
of this or they deliberately refuse to try to carry out the
composer’s intention, in which case they should have
been replaced with singers who would have been up for
the adventure. Since the style of singing is intimately
bound up with the meaning of the composition itself,
we are not hearing the composition at all but an inept
transcription which brings out the worst in the singers
and the conductor and makes Arthur Farwell look like a
fool.” Harsh words, these, but true ones, | am afraid.

Of the three Op. 32 songs. Bruce notes that “the singer,
who is certainly adequate to perform this music, is not
distinct with the Indian syllables and is not comfortable
with the last song, the vocal style of which is an imita-
tion of falsetto styles of singing common among certain
Indian tribes. The songs are intense and filled with
grand and even mystical images: very little of the real
power of the pieces comes across. This is probably be-
cause the singer had to learn the pieces quickly and was
not able to concern himself with the meaning of what he
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was doing or the proper style of performance. In addi-
tion, the accompaniments are played in an insipid and
unimaginative manner; for example, the pianist slows
down in the opening of the first song when it gets hard,
thereby removing all sense of danger and excitement
from the music.”

The two piano pieces, writes Bruce, are “somewhat
better,” but he has no words of high praise for Peter
Basquin either.

Bruce confines his remarks to the Farwell perform-
ances and has nothing at all to say about the Preston
Ware Orem and Charles Wakefield Cadman composi-
tions that fill out the disc and give it a false appearance
of representing the Indianist movement. Orem's Ameri-
can Indian Rhapsody is an absolute horror, a travesty
of the movement that would provoke uproarious laugh-
ter for its pseudo-Lisztian bombast in a different con-
text. And Cadman’s slickly commercial utilization of
Indian motifs is an embarrassment. To surround Far-
well with music of such vapidity is to lessen hisstature
and that of his fellow seekers after a truly American
idiom in music. Troyer, Loomis, and Skilton may be
names known only to scholars, but surely they would
have been more appropriate choices.

Foran undertaking that boasts its devotion to authen-
ticity and historical accuracy, there is a strange lack of
precise data in the jacket notes. Not one date of the com-
positions recorded is cited. For Farwell. this informa-
tion is easily available in Brice Farwell's Guide to the
Music of Arthur Farwell (Briarclitf Manor, 1972), and to
date the Orem and Cadman works would not be a task
of insuperable difficulty. For the record, the Farwell Op.

“It works just great

processors (. . . . and .

32 songs were composed in 1912, the Op. 102 choral ar-
rangements in 1937; Op. 20, No. 1, dates from 1912, and
Op. 20, No. 5, from around 1905.

Bruce sums up the sad story of this record succinctly.
“It is a sad irony that this disc, the first major recording
of the music of Farwell in many years,” he wrote to
Krawitz, “makes ils appearance to completely mis-
represent the composer at a time when the Farwell fam-
ily has, through a truly heroic and farsighted effort, suc-
ceeded in placing on microfilm the complete collection
of the composer’s work and is actively promoting per-
formances of his music throughout the country. It seems
so often the fate of the American composer that, on the
one hand, well-intentioned persons try to bring the mu-
sic of their culture to public attention and, on the other
hand, incompetent performances misrepresent their
work and thereby perpetuate the notion of the musical
establishment that American music is not good or im-

portant.”
E FarweLL: Quintet for Piano and Strings, in E minor, Op.
103. Aileen James, piano; Ronald Erickson and Celia Ros-
enberger, violins; Elizabeth Kissling, viola; Wanda Warkentin, cello.
MusICAL HERITAGE SOCIETY MHS 3827, $4.95 ($3.75 to members).
Tape: 8 MHC 5827, $6.95 ($4.95 to members). (Add $1.25 post-
age; Musical Heritage Society, 14 Park Rd., Tinton Falls, N.J.
07724)

FARWELL, OREM, CADMAN: Vocal and instrumental Works. Vari-
ous performers. [Horace Grenell, prod.] NEw WORLD NW 213,
$8.98 (distributed by Peters International).

FarweLL: Three Indian Songs, Op. 32 (William Parker, baritone; William Huckaby, pl-
ano). Navajo War Dance, Op. 102, No. 1; The Old Man's Love Song, Op. 102, No. 2
(New World Singers, John Miner, cond.). Navajo War Dance, Op. 20, No. 1; Pawnee
Horses, Op. 20, No. 5 ¢(Peter Basquin, piano). OREM: American Indian Rhapsody
(Basquin). Capman: Four American Indian Songs, Op. 45 (Parker, Huckaby).

. . got that last bit of noise the other noise
.. .}y don't handle. You should advertise more!' | am sure
any audiophile would dearly desire your products if they know about them.

Warranty Card from J.H. (Zephyrhills, FL)

)

Very well, J H. (and thanks. by the way). we make the Source Noise Suppressor
(SNS) and the Volume Range Expander (VRE). not to mention three remarkable
preamplifiers, including the Specialist for those who collect records of all eras. Write
for our brochure, or ask your dealer.
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The Realistic SCI-30 tells it like it is:

Why 3 heads are better than 2.
Why 2 capstans are better than 1.
Why double Dolby" is better than single.
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and play heads eliminate
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combined r/p head, and
the head assembly is
integrated to eliminate

azimuth error. The result:

cleaner sound. The third
head lets you monitor

)
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your recording an instant
after it's made, without in
terrupting the program.
SCT-30 hus 3 heads!

2 Capstans.

Dual capstans (instead ot
the usual 1) reduce wow
and flutter to an inaudible
0.06% WRMS or less,
and extend the audio fre-
quency responsc. SCT-30
has dual capstans!

Double Dolby.

You know the single
Dolby system cuts noise
and adds dynamic range.
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Dolby. You get Dolby on
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you know exactly what
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stereo. And you get
simultaneous listening en-
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Realistic SCT-30 has dou
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sensible prices since 1921,
its Realistic tape and re-
corder line can point to
over 5,000,000 customers
as hiving proof of these
claims. Add after-sale
service that isn't lip
service. Add in-house en-
ginecring and manutac-
turing ot much of the
Realistic line. And add
the convenience of
neighborhood shopping
where you get “sound
talk” from a specialist.
That's Realistic!

*TM Dolby Laboratoties. Inc

Radio fhaek

The nationwide supermarket of sound™
4 Division of Tandy Corparation. Fort Warth B



Price shown in this ad is approximate. Selling price 1s determined by the individual dealer. *Accutrac is a registered trademark of Accutrac Ltd.




©

reviewed by ROYAL S. BROWN
SCOTT CANTRELL
ABRAM CHIPMAN

R. D. DARRELL

PETER G. DAVIS
ROBERT FIEDEL
SHIRLEY FLEMING
ALFRED FRANKENSTEIN
KENNETH FURIE
HARRIS GOLDSMITH
DAVID HAMILTON
DALE S. HARRIS

PHILIP HART

PAUL HENRY LANG
IRVING LOWENS
ROBERT C. MARSH
ROBERT P. MORGAN
JEREMY NOBLE
CONRAD L. OSBORNE
ANDREW PORTER

H. C. ROBBINS LANDON
PATRICK |. SMITH
PAUL A. SNOOK

SUSAN THIEMANN SOMMER

BARTOK: Sonata for Two Pianos and Per-
cussion.* STRAVINSKY: Concerto for Two
Solo Pianos; Sonata for Two Pianos. Alfons
and Aloys Kontarsky, pianos; Christoph Cas-
kel and Heinz Konig, percussion®. [Werner
Mayer, prod.] DEUTSCHE GRAMMOPHON 2530
964, $8.98.

BARTOK: Concerto for Two Planos, Percus-
sion, and Orchestra. POULeNC: Concerto
for Two Pianos and Orchestra. Viastimil Lej-
sek and Véra Lejskova, pianos; Brno State
Philharmonic Orchestra, Milo§ Konvalinka
cond. [Zdenék Zahradnik, prod.] SUPRAPHON
1102074, $7.98

Bartok's Sonata for Two Pianos and Per-
cussion, composed in 1937, seems to grow
naturally and inevitably out of the sonic
characteristics of the unusual instrumental
ensemble for which it was conceived. Thus
it has always seemed surprising to me that
Bartok later decided to rescore the work as
a concerto for two pianos, percussion, and
orchestra. The orchestra rarely has much to
do except double music that is already
clearly expressed in one or both of the pi-
ano parts. And when it is given something
of its own, it sounds rather flabby com-
pared with the crisp, percussive effect pro-
duced by the original.

In the case of these two new recordings,
one of which contains the sonata and the
other the concerto, the superiority of the
original version is further strengthened by
an extraordinary performance by Alfons
and Aloys Kontarsky, the brothers who
specialize in twentieth-century music. Ably
assisted by percussionists Christoph Cas-
kel and Heinz Konig, they project the piece
with strong rhythmic drive and enviable
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Alfons and-Aloys Kontarsky—an impressive and enjoyable disc

precision. In fact, the playing is so trans-
parent that some listeners may object to a
lack of mystery in the slow, Impressionistic
middle movement. But I find that the move-
ment sounds quite beautiful this way—and
only this way could it be so successfully in-
tegrated into the Kontarskys’ rather special
conception of the sonata as a whole.

If the Supraphon performance fails to
achieve an equal intensity, it is never-
theless by no means bad, though one
wishes that the playing of the Brno State
Phitharmonic Orchestra were a bit more in-
cisive. The soloists, Vlastimil Lejsek, Véra
Lejskova, and two unnamed percussionists,
perform very well. They do smooth out the
edges more, however, and this tends to re-
duce the terrific propulsive character inher-
ent in much of the concerto.

The Kontarskys fill out their disc with
two works by Stravinsky: The Concerto for
Two Solo Pianos of 1935 and the Sonata for
Two Pianos of 1944. The former is one of
the most brilliant pieces ever conceived for

Explanation of symbols

Classical:
Budget
Historical
@ Reissue

Recorded tape:

[ X ) Open Reel
(D) 8-Track Cartridge
®® Cassette

this ensemble and is one of the real master-
pieces of the composer's neoclassical
phase. The latter, although a work of more
modest scope, is also distinguished by that
special brand of detached yet compelling
beauty characteristic of Stravinsky during
this period. Both works are played with
polish and elegance. Indeed, this entire DG
disc is one of the most impressive and en-
joyable issues fo come my way in some
time

Supraphon cauples Poulenc’s two-piano
concerto with the Bartok. This is a work
that comes very close to being proper fare
for a pops concert. But my own feeling is
that Poulenc is really at his best when, as
here, he wears his heart on his sleeve. The
piece is full of charm and good spirits, and
Lejsek and Lejskova play very well, though
again one wishes that the orchestra were a

touch stronger. R.P.M.
B BEETHOVEN: Sonatas for Piano (32).

Anton Kuerti, piano. [Eleanor Snider-
man, prod.] ODYSSEY Y4 34646, $15.92 (four
discs), Y3 34647, Y3 34648, and Y3 34649,
$11.94 (three discs) each

Vol. 1: No. 1,in Fminor, Op. 2, No. 1;No. 2,in A, Op. 2, No.
2;N0.3,inC,0p.2,No.3;No. 4, inEftat, Op. 7; No.5,inC
minor. Op. 10, No. 1;No. 6,in F, Op. 10, No. 2; No. 7, in D,
Op. 10, No. 3; No. 8, in C minor, Op. 13 (Pathétiqus); No.
9,in E, Op. 14, No. 1, No. 10,in G, Op. 14,No. 2;No. 19, in
G minor, Op. 49, Na. 1; No. 20, in G, Op. 49, No. 2. Vol. 2:
No. 11, in B flat, Op 22;No. 12, in A fiat, Op. 26; No. 13, in
E ftat, Op. 27, No. 1; No. 14, in C sharp minor, Op. 27, No
2 (Moonlight); No. 15, in D, Op. 28; No. 16, in G, Op. 31,
No. 1. No. 25,in G, Op. 79. Vol. 3: No. 17, in D minor, Op
31, No. 2 (Tempestt No. 18,in E flat. Op. 31, No. 3; No. 21,
in C, Op. 53 (Waldstein); No. 22, in F, Op. 54; No. 23, in F

minor, Op. 57 (Apgassionata); No. 24, in F sharp, Op. 78;

No. 28, in E fiat. Op. 81a (Das Lebewohi); No. 27, in E mi-
nor, Op. 90. Vol. 4: No. 28, in A, Op. 101; No. 29, in B flat,
Qp. 106 (Hammerkiavier); No. 30, in E, Op. 109; No. 31, in
Aflat. Op.110;No. 32,inC, Op. 111
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Some of the performances in Kuerti's
Beethoven cycle—notably Op. 31. No. 1. the
Wauldstein; Op. 54; and Op. 101—are exquis-
ite in their synthesis of digital mastery.
structural logic, translucent sonority. and
rarefied counterpoint. Only a superior tech-
nician and thinker could attain results on so
high a level; if only the cycle maintained it!
Too much of the music is meted out in
finicky, humorless jabs and spurts, with
pianissimos that strain audibility and for-
tes that have little impact. Kuerti's textures
are so spare, and his control so rigorous.
that only rarely can the listener become
physically involved. The opening of Op. 10,
No. 1, is a case in point: This early work. a
spiritual precursor of the Fifth Symphony,
begins with an explosive chord quickly fol-
lowed by an upward darting liguration in
dotted rhythm—rather like the ripple eftect
that follows a stone hitting water. Kuerti,
presumably intent on indicating that a rest
separate$ the chord from what follows, de-
taches the stone from the rippling after
math, a choice that is objectively defensible
butin its pedantry destroys the sense of the
husic. Maﬁy of the slow movements, how-
ever marvelously voiced, dissolve into
splinters as Kuerti's rubato, not unreason-
able in itself, disrupts a slow pace already
lacking a Securely established pulse.
Throughout these performances | am
buthered by what 1 judge a lack of perspee-
tive in the doggedly precise attention to de-
tail. Kuerti focuses equally on every accent.
every rest, every subdivision of phrase. and
the result for me is the opposite of the clari-

fication he is ostensibly seeking. The first
movement of Op. 28 can be made to work at
this extremely deliberate tempo. but that
requires a sense of overview, with the mas-
tery of rhythmic scansion of a Schnabel or
Klemperer. Kuerti's unyieldingly tolling
three beats per bar, fussy precision, and
piercing chords make his sober tempo
sound oppressive rather than expansive.

Sustaining slow tempos also demands a
more generous tone quality, and jn this re-
gard his performances suffer in a manner
similar to some of the recent playing of
his onetime teacher Rudolf Serkin. Yet Ser-
kin's new recording of the Lebewoh! So-
nata (in the television recital, Columbia M2
34596, reviewg] this month). superficially
so similar to Kuerti's, is altogether more
winning thanks to its well-sprung rhythms
and its elemental directness.

I suspect that I might have taken more
kindly to Kuerti's readings if the sound
were more flattering. Some sonatas are bet-
ter reproduced than others—or perhaps
their scoring is less injured by the drah.
close-in pickup—but large doses of such
brittle. unalluring tone are bound to take
their toll. Turning up the gain helps a bit.
but that increases background noise.

One layout oddity should be noted: The
Hummerklavier, like Louis Kentner's on
Saga, requires a double turnover: to avoid a
side break in the Adagio, the fourth and
tirst movements are on Side 1. separated by
a locked groove at the sonata's end. This ar-
rangement unfortunately severs the link be-
tween the third and fourth movements: The

C@%KE

The most noteworthy
releases reviewed recently

BACH: Violin Sonatas and Partitas. Vegh. TELEFUNKEN 36.35344 (3), Oct
BARTOK: Mikrokosmos. Ranki. TELEFUNKEN 36.35369 (3), Oct.

BEETHOVEN: Diabelli Variations. Rosen. PETERS INTERNATIONAL PLE 042, Sept.
BEETHOVEN: Symphony No. 5; Fidelio Overture. Jochum. ANGEL S 37463, Aug
BLocH: Piano Quintet No. 1. New London Quintet. HNH 4063, Aug
BoccHERINI: String Quintets. Quinteto Boccherini. HNH 4048, Oct.

BuxTeHuoe: Organ Works, Vols. 1-2. Chapuis. TELEFUNKEN 6.42001 and 26.35307 (2). Or-

gan Works. Lagace. TITANIC Ti 11, Aug.

CHoPIN: Ballades; Fantasy. Arrau. PHILIPS 9500 393, Sept.

CHOPIN: Late Piano Works. Ashkenazy. LONDON CS 7022, Aug

DvofAk: Cello Concerto. Rostropovich, Talich (1952). REDIFFusion HCN 8004. Rostropovich
Giulini (with Saint-Saens concerto). ANGEL S 37457. Oct

FaLLA-HALFFTER: Atlantida. Tarrés, Sardinero, Frihbeck. ANGEL SBLX 3852 (2), Oct.

HousT: Choral Wotks. Groves. ANGEL S 37455, Oct

Liszr: Piano Sonata. SCHUMANN: Fantasy. De Larrocha. LONDON CS 6989, Oct

MENDELSSOHN: Symphanies (5). Masut. VANGUARD CARDINAL VCS 10133/6 (4). Oct.

MozagT: Violin Sonatas. Shumsky, Balsam. MHS 3475/ 80 (6). Oct.

MussoRGsKy: Pictures at ari Exhibition; Night. Markevitch. MHS 3650, Oct

PROKOFIEV: lvan the Terrible. Arkhipova, Mokrenko, Muti. ANGEL SB 3851 (2), Aug.

RossINI (arr. Sedlak): Operatic excerpts. Netherlands Wind Ens. PHILIPS 9500 395, Aug.

SCHUBERT: Songs. Ameling, Baldwin. PHILIPS 9500 169, Sept

SCHUMANN: Piano Concerto. FRANCK: Symphonic Variations. Moravec, Neumann Sup-

RAPHON 4 10 2073, Aug

STRAUSS, R.: Aus Italien. Kempe. SERAPHIM S 60301, Aug.

VivaLoi: Concertos, Op. 8. Harnoncourt. TELEFUNKEN 26.35386 (2), Sept.

GEORGE THALBEN-BALL: Organ Recital. VisTa VPS 1046, Aug

GALINA VISHNEVSKAYA: Russian Vocal Works with Orchestra. ANGEL S 37403, Aug
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introduction to the finale begins with the
same notes, transposed downward a semi
tone, as the broken chord that concludes
the Adagio. (A faster tempo for the Adagio
would have circumvented the timing prob-
lem and at the same time provided a more
cohesive result. although on the whole
Kuerti's grandly paced if a shade involuted
reading of this greatest of the sonatas is
very fine.)

t would suggest that prospective buvers
try to sample the best and worst of this
cycle. The best was noted at the start of this
review; at the other end of the spectrum—in
addition to the performances already
cited—are the arid first movement of the
Moonlight. the tedious Op. 90. and the
pingy Op. 111. If you can accept these, you
will probably tind much to admire here.
Check Vol. 3, however; in the initial press-
run, at least, the first two notes of Op. 54 are
missing. H.G.

BRAHMS: Piano Works, Op. 116. SCHUMANN:
Nachtstucke, Op. 23. Anfonin Kubalek, pi-
ano. [David Jaeger, prod.} CITADEL CT 6027,
$6.98

Antonin Kubalek (born in 1935) is a Czech
expatriate who has been partially blind
since suffering an accident at the age of ten.
Since the 1968 uprising. he has lived in To-
ronto. where this on-location recording
originated. Except for an occasional shuftle
(from a very quiet and obviously attentive
dudience). nothing would differentiate the
sonics here from the very best: The sound is
that of a wonderful. plangentty mellow in-
strument resounding in a large auditorium.
Voices are beautitully delineated, richly or-
chestrated. and crowned by a clear, cling-
ing resonance. It is an ideal sonority for
Brahms and Schumann.

The playing. in turn passionate. poetic,
and tensile, suggests that of a major artist.
Kubalek has a solid command here, a disci-
plined sense of internal shaping and archi-
tecture. His sense tor rubato is right for this
sort of writing. with rapture and severity
well balanced. There is a wide dynamic
range. a vivid color palette. and just a touch
of wildness in the playing that makes the
exireme introversion at other times all the
more poignant. And with all the loving sub-
jectivity. the basic impression is one of
healthy directness.

L had not heard of this pianist betore, but
you can bet that at least one music lover
will be listening to his next records and
concerts with extreme interest. H.G.

BRITTEN: Instrumental and Vocal Works.
For a feature review see page 97

BRUCKNER: Helgoland—See Wagner: Das
Llebesmahl der Apostel

CHAUSSON: Poéme de l'amour et de la
mer—See Debussy: La Damoiselle élue

CHAUSSON: Poéme de l'amour et de la
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No. 1in E Major, No. 2in B Minor, No. 3in A Minor,

PIECE HEROIQUE
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The Riverside Church organ ir New York

City is a magnificent inszrument of over

200 ranks consisting of over 17,000 pipes.
Al It is played from a five-manual console of

#‘ALA 275 draw-knobs, 36 coupler tablets, 129
w“ , combination pistons, five expression

. m,m i pedals, and two crescendo padals. Its
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majesty make it an exceptional instru-

ment and one uniquely suited for French

romantic music.

Frederick Swann, orgarist of "he
Riverside Church, is acclaimed for his

/e "~ PR 5 e ;
i ek musicianship, his virtuosic technique and

ability to extract the utmost ir tonal color
and expression from the organ—so
necessary to the performance of Franck.

Hear Franck’s Three Chorales and Piece Héroique played by a master
organist on one of the great organs of the world.

Available only by mail. Payment must accompany order. Orders filled precmptly.
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PO Box 533, Murray Hill Station

New YOl‘k, N.Y. 10016 GDT m
(New York State residents add local sales tax [NYC 8%). lj\
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mer—See Recitals and Miscellany: Martial
Singher: French Song Recital.

CHoPIN: Works for Cello and Piano. Nath-
aniel Rosen, cello; Doris Stevenson, piano
[David Hancock and Max Wilcox, prod.] Des-
MAR DSM 1009G, $8.98.

Sonata in G minor, Op. 65; Grand Duo on Themes from
Meyerbeer's “Robert le Diable”; Introduction and Polo-
naise, Op. 3.

Thirty-year-old Nathaniel Rosen, who last
season became principal cellist of the Pitts-
burgh Symphony, is an admired chamber
music player and has bheen giving solo con-
certs since he was thirteen. Several seasons
ago, in New York's Tully Hall, I was im-
pressed by his warmly lyric sound and
communicative flair but noted strain in bra-
vura moments (spready shifts, suspect into-
nation in high positions, slightly lethargic
timing). When I heard him again in the fall
of 1977 he had matured strikingly—there
was far more simplicity, a more effortless
technique, an unmistakable gain in assur-
ance.

Normal growth—and the confidence
gained from being offered the Pittsburgh
position and winning the first Naumburg
Cello Competition—would explain that
transformation, but I think the ditference
also had much to do with Rosen's colla-
borators. The pianist of the earlier recital
was Doris Stevenson (also heard on this
disc), a workmanlike but not very scintil-
lant performer; the 1977 pianist was Samuel

Sanders, one of the strongest supporting
artists now before the public, and I suspect
that his more assured and metrically more
resourceful playing had a salutary effect on
Rosen, who as noted is an experienced
chamber player and thus apt to be particu-
larly responsive to such stimuli.

On this disc too Rosen does his best play-
ing where Stevenson does hers, in the
Grand Duo; the pianist’s long solo introduc-
tion conveys a variety of nuance and at-
mosphere that subtly energizes what fol-
lows from the cellist. A most attractive
performance of a work of charm, if no great
profundity.

In the main theme of the Introduction
and Polonaise and in the mazurkalike
opening of the sonata’s second movement,
Stevenson'’s timorous work fails to provide
the necessary rhythmic curve, and Rosen.
consciously or not, attempts to fill the ex-
pressive void. As a result, he sounds a bit
syrupy and overexpressive in music that
needs merely graceful line-spinning from
the cello. Then too, the main tempo for the
Polonaise is a bit sedate, and comparable
parts of the sonata—the most substantial of
the three works—are slightly labored and
lacking in ebullience.

While this performance of the sonata
lacks the elegance of the deleted
Piatigorsky/Firkusny (RCA) and Tortelier/
Ciccolini (Angel) versions and does not give
us the full measure of Rosen’s abilities. this
disc does olfer capable readings of all of
Chopin’s cello/piano works, beautifully re-

When you appreciate the best.

produced and immaculately processed (the
German Teldec pressing is a decided asset).
In the shorter works, incidentally, Rosen
uses the (unobjectionable) emendations of
his late teacher. Piatigorsky. H.G.

Since this review was written, Nathaniel
Rosen has won first prize among cellists in
the 1978 Tchaikovsky Competition in Mos-
cow.

DeBussy: La Damoiselle élue.* CHAUSSON:
Poéme de I'amour et de la mer. Montserrat
Caballé, soprano; Janet Coster, mezzo*;
Ambrosian Ladies’ Chorus®, Symphonica of
London, Wyn Morris, cond. [Isabella Wallich,
prod.] PETERS INTERNATIONAL PLE 021
$7.98. Tape: e8 PCE 021, $7.98.

Comparison—Chausson:
De los Angeles, Jacquillat/Lamoureux Orch
Ang. S 36897

Debussy’'s La Damoiselle élue predates
Chausson’s Poéme de ’amour et de la mer,
finished in 1892, by some four years, yet
there is no question that aesthetically the
Chausson work marks the end of one era
while the Debussy foreshadows the begin-
ning of another.

In the Poéme, based on a Romantic poem
filled with pantheistic imagery. one finds a
rich chromaticism of the César Franck
school: these harmonies, despite their
viagueness, combine with the sumptuous
orchestration to produce strongly dramatic
forward motion. The work, in two principal
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movements separated by a somber orches-
tral interlude, also relies heavily on melody.
(Those acquainted with Richard Rodgers’
Victory at Sea score should have no trouble
recognizing the inspiration for its principal
theme in one that is heard subtly in the
Poéme's first movement and then returns in
a modified version in the third.)

Everything is more vertical and static in
La Damoiselle élue. In this early work De-
bussy was already concerned with subtle
relationships between tone colors, as in his
ethereal use of the women’s chorus. And
whereas Chausson subordinates the text to
the melodic line, Debussy molds vocal lines
around the French verbal contours. We find
much here that is to emerge fully later in
Debussy: Transposed down several regis-
ters, the opening would be very similar to
the beginning of Pelléas et Mélisande, and
there is more than a hint of Le Martyre de
Saint Sébastien.

The music for La Damoiselle élue does
not fit Montserrat Caballé’s voice well. She
does not pronounce the French properly
and consequently seems to be doing un-
ceasing battle with the musical-verbal con-
tinuity. And in trying to give each and every
syllable utmost expressiveness, she mis-
shapes the music and often forces her voice
into unpleasant colorations. She suffers the
further disadvantage of frequently being
drowned out by the orchestra. I like her bet-
ter in the Chausson, but here the perform-
ance of another Spanish diva, Victoria de
los Angeles, strikes me as even better. De

los Angeles is far from perfect, but her per-
formance is less labored and her tone qual-
ity for the most part more attractive than
Caballé's.

In both works, however, [ was impressed
by the orchestral playing under Wyn Mor-
ris. Although the Symphonica of London
sounds smallish (the Lamoureux Orchestra
on the Angel recording of the Chausson has
a more sensuous sound), Morris obtains
fullness and excellent balance from his en-
semble; even more importantly, he creates
a sense of fluidity, a limpidness in his
phrasing that perfectly fits the music. In the
minor role of the “Récitante” in La Dam-
oiselle élue, mezzo Janet Coster is adequate
but rather tired-sounding; the Ambrosian
Ladies’ Chorus sings brilliantly.

This disc does contain the only stereo
version of La Damoiselle listed in
SCHWANN (the mono De los Angeles/
Munch recording is available on RCA Vic-
trola, AVM 1-1412), but | hope something
better may be forthcoming. For the Chaus-
son, | recommend the De los Angeles ver-
sion, coupled with the charming Cante-
loube Songs of the Auvergne. R.S.B.

Dupanc: Songs—See Recitals and Miscel-
lany: Martial Singher: French Song Recital.
B DvoRAk: Quartets for Strings: in E

flat, Op. 51;in A flat, Op. 105. Gabrieli

Quartet. [Michael Woolcock, prod.] LONDON
TREASURY STS 15399, $3.98.

Comparison—Op. 105:

Guarner Qt. RCA LSC 2887
DvoRAk: Quintet for Strings, in E flat, Op.
97 * Silent Woods, Op. 68, No. 5 (arr. Suk).*
Josef Suk, viola, Smetana Quartet”; Jan Pa-
nenka, piano®. [“Jan Vrana and Pavel Kihn,
prod; * Zdenék Zahradnik, prod.] SUPRAPHON
1112179, $7.98.

Comparisons—Op. 97:
Budapest Qt , Trampler
Austrian Qt., Schuster

Col. M 32792
in Vox SVBX 588

England's Gabrieli Quartet approaches its
pair of Dvorak quartets with a vibrancy
and rapture that combine the first blush of
true love with deep and seemingly well-sea-
soned acquaintance. To the miraculous E
flat Quartet, Op. 51, the Gabrieli brings an
expansive and rapt lyricism | haven't heard
equaled in any previous recording. The
outer movements and the faster episodes of
the second movement dance and surge with
infectious brio. The playing is delicate but
always firm and clearly balanced.

The Gabrieli rendition of Op. 105 in A
flat, Dvofak’s last quartet, has a few trifling
flaws: momentary straying from pitch by
first violinist Kenneth Sillito, some boomy
low-register sounds from cellist Keith Har-
vey, and a bit too much swooning in the Al-
legro appassionato of the first movement.
But these are outweighed by the overall vir-
tuosity and musicianship, and 1 expect to
listen to this performance as often as to the
Guarneri's tougher, more contained Op. 105
(coupled with Smetana’s Aus meinem Le-
ben Quartet). I certainly couldn't ask for a
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finer Op. 51, and in both works the Prague
Quartet’s installments in its DG Dvorak
series are safely outdistanced—and at
budget price. A Gabrieli Dvorak cycle
would be a pleasant prospect.

The Smetana Quartet’s new recording of
the E flat String Quintet, Op. 97, with guest
violist Josef Suk, lacks the taut, propulsive,
and delicately filigreed quality of the
Schuster/Austrian and Trampler/Budapest
recordings. The Smetana (in particular first
violinist Jifi Novak) tends to force in loud
passages, producing a wiry, sticky sound;
contrapuntal and harmonic transparency
suffers in fast movements. In addition, its
rhythmic underplaying produces, after a
time, a certain subliminal irritation, even
boredom. Nonetheless the performance has
its points. Suk is lovely and refined in the
trio of the scherzo, and the entire ensemble
is impressively sensitive to the expressive
and coloristic range of the variations that
make up the ensuing Larghetto. The outer
movements, while wanting in sustained in-
tensity and structural shaping, are attacked
with blunt and hearty vigor.

Although all the current rival versions of
Op. 97 include more substantial couplings
than the new disc. Supraphon’s brief filler is
of interest. Dvorak himself arranged Silent
Woods, which originated as part of the pi-
ano-duet cycle From the Bohemian Forest,
for cello and piano and for cello and or-
chestra. (The latter version has been turn-
ing up with increasing frequency as a filler
for the B minor Concerto.) Suk has made
his own arrangement for viola and piano,
and his performance here—with his usual
keyboard partner, Jan Panenka—has per-
suaded me that this is a lovelier and more
substantial piece than 1'd suspected. A.C.

FARWELL: Various Works. For a featute re-
view, see page 100.

HanbEL: Rinaldo.

Almirena lieana Cotrubas (s)
Armida Jeanette Scovotti (s)
A Woman Sophie Boulin (s)
Sirens Nicole Leport, Marie-Frangoise Jacquelin (s)
Rinaldo Carolyn Watkinson {ms)
Goffredo Paul Esswood (ct)
Eustazio Charles Brett (ct)
Magician; Herald Armand Arapian (b)
Argante Ulrik Cold (bs)

Daniele Salzer and Odile Bailleux, harpsi-
chords; Grande Ecurie et Chambre du Roy,
Jean-Claude Malgoire, cond. [Georges Ka-
dar, prod.] CoLumBiA M3 34592, $23.98
(three discs, manual sequence)

Baroque opera, though gratifyingly gaining
in acceptance, embodies some of the most
difficult problems facing both the revival of
old music and its performance practice.

The theater is the most period-bound of
the arts. Its social and artistic conventions
are strong and binding while they exist, but
after the passing of two or three gener-
ations much of what was originally ad-
mired seems strange, if not ridiculous. The
figures in the opera seria appear to us like
the old Egyptian statues, frozen into time-
less attitudes. Handel was not satisfied to
limit his characterization of dramatic
protagonists to the musical means pre-
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scribed by contemporaneous stage customs
and economics, and though he succeeded in
creating characters in the round, he still re-
mained within the traditional framework
of the seria.

Then there is the seemingly insoluble
problem of the castrato. the principal singer
during the baroque period. There are two
ways to effect a replacement, the partisans
of each vociferously opposed to the other:
Either we may obey the changed views of
theatrical verisimilitude, allotting the cas-
trato roles to (whole) men, tenors or bari-
tones, by transposing the parts an octave
lower, which can be done with minimal
changes in the continuo, or the castrato
parts may simply be turned over to women,
who can sing the roles without further ado.
This is not the place to discuss the respec-
tive merits of the two schools of thought,
but, as we shall presently see, Jean-Claude
Malgoire has adopted a third alternative.
Finally there is the problem of vocal orna-
mentation.

The librettist of Rinaldo, Giacomo Rossi,
complains in his preface that “Mr. Hendel,
the Orpheus of our century, scarcely gave
me time to write, and to my great wonder |
saw an entire opera put to music in only
two weeks.” What Rossi did not know was
that Handel, an imperious musical condot-
tiere who almost always judged the situ-
ation with shrewd insight, saw the opportu-
nity to break into the top echelon of
London’s musical life and, being in a hurry,
borrowed left and right from his older
works. When Rossi could not keep up with
him, Handel used not only the music from
his successful Venetian opera, Agrippina,
but the words too—they are still there.

The pasticcio notwithstanding, Rinaldo
is one of Handel's great works, the newly
composed numbers containing some of his
most memorable melodies, and the new
recording is therefore more than welcome.
Rinaldo was a great success, and it soon
made its way to Ireland. Germany, and
Italy: the twenty-six-year-old composer
was indeed regarded as the new Orpheus.
The success does not mean, however, that
Italian opera was acceptable to Englishmen
beyond a rather restricted aristocratic au-
dience, many of whom were acquainted
with it from their customary grand tour of
the Continent. The literary world, led by
Addison and Steele, attacked Rinaldo in
The Spectator, Addison denouncing “the
forced thought, cold conceits, and unnatu-
ral expressions of an ltalian opera.” and
Steele remarking with disgust that “by the
Squeak of their Voices the Heroes are Eu-
nuchs.”

Recording such an opera is a hazardous
venture. Baroque opera was visually spec-
tacular, and Rinaldo, a “magic” opera, was
particularly so. The elaborate stage direc-
tions specify thunder and lightning, chari-
otsdrawn by horses, illuminations, dragons
spitting fire (a fire brigade was kept handy
with filled water tanks), and also dancing.
The fantasy was enhanced by such realistic
touches as the loosing of a flock of birds
during Almirena’s delicious “birdsong”
aria. Aaron Hill's original preface to the li-
bretto says that such an opera “should fill
the Eye with delightful Prospects, so at
once to give Two Senses equal Pleasure.”
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Well, ail that this recording could do to sai-
isfy the “other Sense” was to employ a silly
wind machine and a few spatial tricks to
suggest approaching and departing military
bands and singers. But despite the inevi-
table loss of a dimension, which makes us
more conscious of the static nature of opera
seria, Rinaldo’s music alone is very enjoy-
able.

Malgoire's choice of cast is difficult to un-
derstand: He neither transposes the cas-
trato parts for men nor gives them to
women, but engages two countertenors,
who are neither fish nor fowl so far as sing-
ing voices are concerned. Malgoire himself
admits in his notes that when Handel did
not have castratos in his troupe he had
women sing these roles. ] hasten to add that
both Paul Esswood and Charles Brett are
fine and cultivated musicians, and those
who like countertenors can be assured that
their performance is immaculate. But God
created sopranos and altos as women, and
God saw that it was good. | am with Crea-
tion, and though countertenors are not
without admirers, to my mind they cannot
touch a natural male or female voice be-
cause their voices lack color and resonance.

The countertenors are especially at a dis-
advantage in this recording in the fast
repartees in recitative when they are pitted
against the warm and resonant voices of
the women. Ileana Cotrubas (Almirena) has
a fine voice, which she uses intelligently
and expressively: she can trill and takes the
fanciful fioriture in her stride. In the aria
“Bel piacere,” where she is required to sing
stretches without any accompaniment, she
stays gloriously on pitch. Carolyn Watkin-
son (Rinaldo) is an ample-voiced alto. Her
aria “Cara sposa” is one of Handel's great-
est melodies, and she sings it very attrac-
tively. Jeanette Scovotti, a fiery dramatic
soprano, is for the most part very good,
though in the animated passages her tem-
perament leads her into slightly unfocused
singing; when she joins with Cotrubas in a
superb duet, she makes us forget the few
uncertain notes that escaped her earlier.

Ulrik Cold (Argante) is that rarity, a bel
canto bass. He sings very smoothly and
warmly, with poise and secure sense of
pitch, and he is freer in the recitatives than
are the others, but he is addicted to a little
swooning here and there. Armand Arapian
(the Magician and Herald) is the only prin-
cipal in the cast below par; his voice is un-
steady and has a slight buzz.

It is difficult for the reviewer to account
for the general direction of this perform-
ance. Malgoire is listed as ""Director” of the
musical establishment with that fancy
Louis XIV name. La Grande Ecurie et la
Chambre du Roy, but, like Nikolaus Har-
noncourt, he carefully avoids the designa-
tion “conductor.” All right, they did not
have conductors in our sense in Handel's
time, but the maestro al cembalo—in this
case Handel himself—was the de facto con-
ductor and very much in charge of the pro-
ceedings. Neither of the two able harpsi-
chordists here, Daniéle Salzer and Odile
Bailleux, is given that title.

Whatever the case, though all performers
stay together correctly. the absence of an
authoritative overall leader is felt. There
are very few tempo alterations. the phras-
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ingand dynamics in the orchestra are unad-
venturous, and the singers are obviously
afraid to take any legitimate liberties for
fear of upsetting things. The much prized
historical authenticity does not demand the
avoidance of any and all means that would
help to achieve it. Anyway, on a recording
no one would see the horrible anachronism
of a man without wig and satin knee
breeches flailing the air with a baton, so
why not cheat a little and make the per-
formance livelier?

The plucky little orchestra—it is not
much more than an enlarged concertino—
plays well but often sounds pretty thin;
only excellent microphone placing and
sound engineering makes it believable. This
very small orchestra is not even correct his-
torically, because Handel had at his dis-
posal a regular theater orchestra twice the
size of this one, and Rinaldo is particularly
richly orchestrated, with oboes, bassoons,
recorders, and trumpets in addition to the
strings. Solo oboe and solo bassoon are
first-class, and so are recorders and the pic-
colo. but the strings are pale.

At certain points the performance is in
jeopardy despite the good singing, because
John Holloway, the “leader.” and thus pre-
sumably the solo violin in the concertino
(there is also a “co-leader” for the total of
seven fiddles), has an unattractive tone to
the point of annoyance. e plays without
vibrato, and when he gets into the higher re-
gions it sounds as if all tones were being
played on open strings. He almost ruins Al-
mirena’s beautiful aria '‘Lasciate me,’
when he engages the colorful alto of Wat-
kinson in echo imitations.

At that, many of the orchestral effects
come across surprisingly well, thanks to the
good electronic handling (which of course
is a gentle fraud);, the bird music with
strings, recorders, and piccolo is absolutely
delightful. The harpsichord accompani-
ment in the ripieno portions of the score is
excellent, but in the recitatives there is too
much arpeggiating. These recitatives are
called “secco” because the chords must be
just that—dry—and while here and there ar-
peggios are in order, constant strumming
makes the cadences indeterminate and sort
of mangy.

Finally a few words about the libretto.
Rossi is the librettist of record. but he
“filled up the Model | have drawn,” says
Hill. a playwright and poet of exactly
Handel's age. Though he was well regarded
in theatrical circles, Pope represented him
in The Dunciad as one of the competitors
for the prize offered by the Goddess of Dul-
ness, but he was well disposed toward
Handel, and he undoubtedly had an impor-
tant share in the libretto. However, the li-
bretto as printed in the brochure that ac-
companies the recording is puzzling. We
are given both Rossi’s Italian and Hill's
English version thereof, the rub being that a
little more is sung than is printed in ltalian,
while the English version is longer and of-
ten quite different from the original. Per-
haps this is not a translation, but Hill's
“Model.” In addition, occasionally one of
the countertenors is substituted for Rinaldo
without any warning, which is disappoint-
ing. It is strange that in a Columbia release,
and in a brochure written entirely in Eng-
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your favorite record or tape to your
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single band linear expander;
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Once you hear dbx in action,
you’ll wonder how you ever
listened to music without it.
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lish (although the records and booklet were
in fact made in France), complete with the
facsimile signature of “George Frideric
Handel,” the composer is always referred
to as Georg Friedrich Haendel. Once in
England, Handel always used his Angli-
cized signature, by which he is exclusively
known in the English-speaking world.
Though this version is a little flawed by
excessive historical zeal, Malgoire’s selec-
tion of the performing material (this opera
never had a settled shape) is judicious and
much of the performance is a source of
pleasure. This recording should be an im-
portant addition to the Handelian canon.
P.H.L.

Liszr: Piano Works. Misha Dichter, piano
PHILIPS 9500 401, $8.98. Tape: ## 7300 639
$8.98.

Harmonies poétiques et religieuses: Funerailles. Hun-
garian Rhapsodies Nos. 11, 14. Années de pélerinage,
First Year: Au bord d'une source. Mephisto Waltz No. 1
Song Arrangements: Liebesbotschaft; Die Lorelei.

Touches of ravishing color and unexpected
groupings elevate these virtuosic perform-
ances from the solidly conventional to the
freshly scintillant. In the Mephisto Waltz,
the puckish unpredictability of the playing
combines with the unusually wide dynamic
range of the recording to create an engag-
ingly seductive aura. Similarly, the hint of
offbeat accentuation in the concluding sec-
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tion of the Hungarian Rhapsody No. 11, the
orchestral sonority and spacing of the
longer No. 14, the caressing phrase-shaping
of “Au bord d’une source,” and the limpid
refinement of Dichter’s legato in the two
song arrangements demonstrate the crucial
difference between lapidarian craft and
mere efficiency.

Yet these readings are never overly
precious. When thundering octave roulades
or great swashes of sound or glittery runs
and chords are required (as in the middle
section of “Funéruilles” and portions of the
Mephisto Waltz and the rhapsodies), Dich-
ter supplies them with a refreshing lack of
pretension. As a Lisztian he should win
many friends. Typically fine Philips engi-
neering and processing set off the playing to
best advantage. H.G.

Liszr: Piano Works and Arrangements. Er-
vin Nyiregyhazi, piano. [Thomas Frost and
Gregor Benko, prod.] CoLumaia M2 34598,
$15.98 (two discs).

Hungarian Rhapsody No. 3. Historical Hungarian Por-
traits: Michael Mosonyi. Weihnachtsbaum: Abend-
giocken; Polnisch. Nuages gris. Harmonles poétiques et
religleuses: Miserere, after Palestrina. Années de péleri-
nage, Third Year: Aux Cyprés de la Vllla d'Este, No. 1
Hamlet (arr. Nyiregyhazi). Christus: March of the Three
Holy Kings (arr. Nyiregyhazi).

Listening to this album is in some ways like
eavesdropping: This is the playing of a man
who regards his music simply as an outlet
for self-expression, which is to say that
Nyiregyhdzi frequently expresses his feel-
ing about the music (or at least his feeling of
the moment) rather than that of the music
itself. He has no use for the discipline of
practice and indeed hasn't owned a piano
in close to forty years. These records were
made under a Ford Foundation grant, and
Nyiregyhdzi consented to play for the mi-
crophones only on condition that the ses-
sions be held in a completely unstructured
way. No one knew beforehand what he
would play, and there were only one or two
retakes.

The iconoclastic Hungarian-born pianist
seems past caring whether the world ap-
proves of his music-making, and yet his re-
cent celebrity and the presence of those
eavesdropping microphones seem to have
inhibited him. Compare his playing here
with the performances of Liszt's two “St.
Francis™ Legends (on IPA/Desmar IPA 111,
February 1978) taped by an interested ama-
teur at a still fairly obscure 1973 recital:
There Nyiregyhazi's liberties have a certain
flowing inevitability; these studio perform-
ances—all, to an extent, amateurishly
clumsy and static—have the constraint of
posed snapshots, and without compensat-
ing fluency it becomes much harder to make
allowances for the textual distortions and
missed notes.

Still, there is some merit in what Colum-
bia has given us. Few performers today be-
lieve so wholeheartedly in the music they
are playing, and this loving, unpatronizing
subjectivity makes an impression. More-
over, one can still sense the remnants of a
once imposing epic style and a distinctively
opaque sonority reminiscent of Cortot’s.
And many of these late Liszt compositions
are infrequently performed, even on rec-
ords. Nuages gris, with its foreshadowings
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‘Tandberg
Presents
ACTILINEAR
Recording

Open reel & cassette recorders can
no longer be looked upon as add-on
units in today's extremely sophisticated
high fidelity sound systems, but rather
as components within a total system
with performance capability as techni-
cally advanced as all other components
of that system.

In order to achieve this, Tandberg has
developed a completely new tape re-
cording technology known as the AC-
TILINEAR (Patent pending) System, the
only recording technology available on
the market today that can fully exploit the
new high coercivity metal particle re-
cording tape being developed.

Rec.amp
transconductance

Equalamp. converter

More pertinent right now is the fact
that Tandberg's new ACTILINEAR Sys-
tem, when used with the soon-to-be-
available metal particle tape, offers per-
formance parameters approaching
those of experimental PCM technology,
yet is compatible for playback on all
existing tape recorders.

In conventional recording systems,
the summation of record & bias current
in the record head is done through
passive components, leading to com-
promise solutions which have their dis-
tinct and pronounced weaknesses.

Tandberg engineers have developed
a new recording technology without
compromises. In the new ACTILINEAR
System, the passive components have
been replaced with an active Transcon-
ductance amplifier. Among the benefits
of this new approach are:

e Up to 20 dB more headroom

® | ess intermodulation due to Slew
Rate limitation

® Improved electrical separation and
less interference between the bias oscil-
tator and record amplifer

e No obsolescence factor — useable
with any type of tape, available now orin
years to come

With its unequalled 30 year tradition
in tape recorder technology, Tandberg
has always been recognized worldwide
for its quality products. And now, with the
superior performance advantages of the
ACTILINEAR System in Tandberg's new
TD 20 A open ree! deck, as well as the
TCD 340 A and TCD 340 AM cassette
decks, you will for the first time be ableto
achieve tape recorder performance
capability equal to or better than all other
components in-a sophisticated sound
system.

Tandberg of America, Inc., Labriola
Court, Armonk, N.Y. 10504
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of Impressionism, makes a nearly magical
effect; much of Nyiregyhdazi's ruminative
stretching works here, though the non-
synchronization of hands impedes the on-
going line. “Michael Mosonyi” (from the
Historical Hungarian Portraits) and
“Abendglocken” (from Weihnachtsbaum)
are similarly potent, and similarly marred
by lethargic discontinuity and mauled in-
ner voices.

The “Miserere, after Palestrina” (from
Harmonies poétiques et religieuses) is
frightening, almost hallucinatory, as re-
created by this obviously devout disciple,
and the pianist's own arrangements of the
symphonic poem Hamlet and of the
*“March of the Three Holy Kings™ from the
oratorio Christus make up in fervor and
decibels what they lack in nuance and digi-
tal poise. Even the Hungarian Rhapsody
No. 3, full of crudities and dubious textual
alterations, has some saving graces. Noth-
ing, however, can justify the heavy-handed
bludgeoning of the charming *“Polnisch”
(from Weihnachtsbaum).

It is tantalizing to imagine what this
much-bruised artist might still have to offer
us, given not media hype (“the reincarna-
tion of Liszt" etc.), but the assurance of seri-
ous interest in his playing coupled with
some compassionate yet firm critical guid-
ance. Nyiregyhdzi owes it to-himself to pre-
serve his potentially noble art in a less hap-
hazard fashion. H.G.

MAHLER: Symphony No. 1, in D. Boston
Symphony Orchestra, Seiji Ozawa, cond
[Rainer Brock, prod.] DEUTSCHE GRAMMO-
PHON 2530 993, $8.98. Tape: ®» 3300 993,
$8.98.

Ozawa asks for and gets the Boston Sym-
phony’s most solidly virtuosic playing, and
he projects the symphony’s general outlines
(with both repeats) as conscientiously as he
scrubs and polishes the surfaces. Rhythmic
control is sure, and, with the vivid contri-
butions of the orchestra and the technical
crew (DG has produced outstanding
spread, depth, and textural translucency),
the piece generates plenty of visceral ex-
citement.

Yet there are at least two aspects in
which the conductor doesn't, for me, come
closely enough to grips with the music. One
is the dry and disembodied woodwind ar-
ticulation occasionally required for paro-
distic effect; Ozawa fails by a hairsbreadth
to demand short enough note values at such
points as the opening tune of the Landler or
the oboe solo in the Funeral March. The
other problem is undercharacterization of
Mabhler’s subtle modifications of tempo;
thus the agonized effect of the alternate halt-
ing and picking up of speed at Nos. 22-25 in
the first movement (near the coda) is vi-
tiated by Ozawa's unyielding beat, as is the
suspenseful holding back and release of an-
imal energy after No. 9 in the finale, to say
nothing of many lilting moments in the Fu-
neral March. At the same time Ozawa in-
troduces gratuitous expressive emphases
where none are called for—for example, the
all too common slackening at Nos. 25-26 in
the finale and the terracing of dynamics in
the ideally deadpan double-bass solo that
begins the Funeral March.
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Few buyers will be unhappy with this
brilliant production, but for deeper stylistic
penetration there are recordings that
should stand the test of time better—no
tably Horenstein's (Nonesuch H 71240),
Walter's (Odyssey Y 30047), and Haitink's
(Philips 6500 342). AC

MARTIRANO: Mass.* MARTINO: Seven Pious
Pieces.* The Ineluctable Modality, Edwin
London, cond.” John Oliver Chorale, John
Oliver, cond.* [Andrew Raeburn, prod.] NEw
WORLD NW 210, $8.98 (distributed by Peters
Intetnational)

In his interesting, if somewhat quirky, liner
notes to this New World release of contem-
porary sacred music, composer/conductor
Edwin London (who directs the Martirano
Mass) observes: ““The sad fact is that almost
no new music of substance has been in-
corporated into the liturgies of worship
houses in this century.” Although London
then presents, as an appendix to his essay, a
list of choral compositions on sacred texts
by composers working in the U.S. in the
twentieth century, he notes that the pieces
listed are “de facto not apt for inclusion in
services” and that such major figures as
Babbitt, Cage, Carter, Oliveros, Partch,
Reynolds, Schuller, and Wuorinen have
published no music at all in this category. It
is also symptomatic of this situation that
the two compositions for a cappella chorus
recorded here—by Salvatore Martirano and
Donald Martino, two important figures of
the postwar generation of American com-
posers—are themselves works of a special
nature, in both a historical and a stylistic
sense.

Martirano’s Mass is an early piece,
whose style and aesthetic outlook seem far
removed from his more recent and better-
known music. Composed in the early 1950s,
when he was still a student, it is an ex-
tended, convincingly shaped work in a
mildly dissonant contrapuntal idiom that
leans heavily on the tradition of Renais-
sance vocal polyphony. It sounds quite
lovely, though it lacks the strong individual
personality of Martirano’s subsequent mu-
sic (e.g., Underworld and L'sGA). (The com-
poser himself is quoted as remarking on
hearing the recorded performance: “The
Amen of the Credo is really beautiful.
Whose music is that?")

Similarly, Martino’s Seven Pious Pieces
on texts by Robert Herrick must be consid-
ered a special case. According to the com-
poser, they were meant “to illustrate how a
twelve-pitch-class piece could be made to
seem tonal.” As a result, they sound quite
different from Martirano’s “normal” serial
music. Indeed, almost all of No. 6 appears
to be tonal in the conventional, “func-
tional” sense, and all seven pieces could be
thought of as mildly distorted paraphrases
of a late-nineteenth-century tonal style.
(Martino observes: “A traditional tonal
analysis of any of these songs can be made
by anyone who is ingenious in the applica-
tion of secondary-dominant labels and/or
is a fanatic.”)

The pieces, in fact, were apparently writ-
ten on each of seven consecutive Sundays
as a change of pace from Martino’s other
compositional activities, and he confesses
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that “one of their purposes was overtly
commercial.” With that kind of origin. one
has no right to expect too much. Yet. al-
though certainly not major works, they
strike me as unusually effective examples
of the anthem type.

The performances of both works. which
contain considerable difficulties for the ex-
ecutants, are excellent. Texts are provided.
as well as translations for the Mass. And
London’s notes on the role of music in the
contemporary church and the attitude of
the latter toward “modern” musical tend-
encies are informativeand provocative.

R.P.M.

MozaRrT: Sonatas for Piano: in F, K. 332; in
C. K. 545;in D, K. 576. BACH-COHEN: Cho-
rale Prelude: Liebster Jesu, wir sind hier, S.
633. Cantata No. 22: No. 5, Ert6t uns durch
dein' Gute. Alicia de Larrocha, piano
[James Walker, prod.] Lonoon CS 7085
$7.98. Tape: »» CS5 7085, $7.95

With “Mostly Mozart, Vol. 3," De Larrocha
continues to work her way through the Mo-
zart sonatas as a happy by-product of New
York’s summer Mostly Mozart Festival,
where she is an audience favorite.

De Larrocha is of course a marvelously
fluent pianist, whose runs “flow like 0il" (1o

Brilliant
New Releases

On ABC Classics

Exemplary Performances on Original Instruments

Bach: The French Suites / Gustav Leonhardt (2 LPs) AX-67036/2
Bach: Complete Inventions and Sinfonias / Gustav Leonhardt AY-67037
Bach: Organ Works Vol. | / Gustav Leonhardt (2LPs) AX-67038/2
Dufay: Motets and Mass Movements / Capella Antiqua of Munich AY-67041
Hotteterre: “Premier Flitiste Francais™ / Frans Bruggen,

Gustav Leonhardt et al. (3 LPs) AX-67039/3
Mozart: Complete Flute Concertos / Frans Vester / Mozart Ensemble
Amsterdam / Frans Briiggen (2 LPs) AX-67040/2
Moosburger Graduale 1360 (Medieval Christmas Cantiones) /
Capella Antiqua of Munich AY-67042

Also

Bach: The Brandenburg Concertos / Gustav Leonhardt,
Frans Briggen et al. (2 LPs) AX-67030/2
One of the most critically-acclaimed recordings of the year.
Now in a new package at an attractive price.
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use Mozart's phrase) and whose naturally
lively sense of rhythmic articulation is part-
nered by a straightforward, joyous élan and
a good instinct for suitable Mozart sonor-
ity. She perceives the dancelike elements in
the music, and the vocal lines as well, with-
out inflation or sentimentality—two com-
mon vices of “Romantic” practitioners in
this repertory. Her artistry is quite beau-
tiful as far as it goes, and for many it goes
far enough. For me, a certain lack of minute
attention to detail keeps these lovely read-
ings from reaching the exalted plane of the
finest Mozarteans, such as Schnabe! (in K.
332), Perahia (in K. 576), and Gieseking. It
may seem trivial that De Larrocha over-
looks the exact length of an inner-voice rest
or alters a harmony slightly, but such oc-
currences, unimportant in themselves, indi-
cate that she may not be grasping all the
polyphonic significance of Mozart's linear
style—and that is important.

Still, this is an attractive disc, all the
more so for the measured, aristocratic ac-
count of that perennial children’s favorite,
the C major Sonata, K. 545. and for the two
Bach chorales in the tasteful arrangements
of the late British pianist Harriet Cohen.
The piano tone has a fine sense of space, yet
is never swimmy or lacking in focus. H.G.

Nicoral: Die lustigen Weiber von Windsor.
Frau Fluth Helen Donath (s)

Anna Reich Lllian Sukis (s)
Frau Reich Trudeliese Schmidt (ms)
Fenton Claes H. Ahnsija (1)
Sparlich Heinz Zednik (1)
Herr Fluth Woltgang Brendel (b)
Sir John Falstaft Karl Ridderbusch (bs)
Herr Reich Alexander Malta (bs)
Dr. Cajus Alfred Sramek (bs)

Bavarian Radio Chorus, Bavarian Symphony
Orchestra, Rafael Kubelik, cond [Ray Min-
shull, prod.] Lonoon OSA 13127, $23.94
(three discs, automatic sequence). Tape: #»
OSA5 13127, $23.95.

Comparisons:
Klee/Berlin State Opera
Heger/Bavarian State Opera

DG 2709 065
EMI1C 18330191/3

A clear preference among the three record-
ings now available of Nicolai's amiable
comedy is not easily established; in fact, |
have enjoyed all three of them as perform-
ances. Kubelik's new entry is particularly
distinguished by some elegant wind playing
and by the conductor’s relaxed but never
slack pacing, as well as the smooth Decca/
London recording. A modicum of spoken
dialogue is present—less than Electrola of-
fers, but a better solution than DG's annoy-
ing narrator (and of course London gives us
a German/English libretto, as Electrola
does not). And the music is complete,
whereas Electrola’'s Heger made two “tra-
ditional” cuts in the first two finales.

I mention these “external” matters
prominently, because the report cards on
the singing certainly don't yield any conclu-
sive grounds for preference. Helen Donath,
here promoted to Frau Fluth from Klee's
Anna (as earlier Edith Mathis was from
Heger's Anna to Klee's Frau Fluth), as-
sumes a remarkably Schwarzkopfy pos-
ture—the puffed-up. breathy tone, pouty in-
flections, and hairpin attacks we know so
well—that distracts one for a while: fortu-
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Phono Cartridges

A Buyer’s Guide from Micro-@Acoustics

The phonograph record is a mechanical replica of musical per-
formance. The job of the phono cartridge is to convert complex
undulations of the record groove into an electrical signal.
Here's how the different kinds of phono cartridges compare in
function, performance and manufacture. This chart has been

prepared to help you make the appropriate choice for your budget
and music system. The information encompasses the range of
performance characteristics for each type of cartridge. Data®is
compiled from manufacturers' literature and the results obtained
at Micro-Acoustics cartridge clinics held throughout the U.S.A.
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