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WHY THE LEGENDS PLAY THE LEGEND. 

---



• 

News of note 
from about 
town and 
around the 
world 

Honorary doctor of music 
degree recipients George 
Martin and Dizzy Gillespie 
smile for the camera at the 
commencement ceremony. 
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BERKLEE HONORS 
455 IN CLASS OF '89 

An audience of almost 
2400 attended Berklee's 
1989 commencement cere
mony at Hynes Conven
tion Center in Boston on 
May 13. Parents, faculty, 
alumni, and friends were on 
hand as 455 students re
ceived diplomas from Presi
dent Lee Eliot Berk. 

"We live in a rapidly 
changing musical land
scape," President Berk told 
the graduates. "One of our 
goals as a college has been 
to equip you with the abil
ity to respond effectively to 
these ever-changing de
mands and opportunities." 

The graduates repre
sented an extraordinary 
diversity of geographical 
backgrounds. The group 

included 129 international 
students from 34 countries. 
American graduates repre
sented 35 states. 

On hand to congratulate 
the students and off er words 
of encouragement were 
honorary doctor of music 
degree recipients George 
Martin and Dizzy Gillespie. 
In his address, Mr. Martin 
cautioned graduates to 
avoid the lure of "junk 
music,'' which, like junk 

food, might fill the stomach 
but cannot feed the mind 
(see interview, p. 12). 

Jazz master Dizzy 
Gillespie also accepted an 
honorary doctor of music 
degree and offered a smile 
and a handshake to each 
graduating senior. He told 
the audience that during a 
recent tour of Nigeria he 
was named a chief. "So 
now," he said, ''yot.t can 
address me as Dr. Chief." 

VISUAtlZING DIGITAL 

It's never easy for students to grasp the concepts 
and realities of digital audio technology. Terms like 
aliasing, dither, quantization bit, and sampling rate 
may be easy to scrawl in a notebook, but they are 
often baffling to visualize in the mind. 

That's where Berklee's one-of-a-kind Digital Au
dio Demonstrator comes into play. Designed by 
digital wizard Barry Blesser and MP&E Assistant 
Chairman Andy Edelstein, the Digital Audio Dem
onstrator converts signals from analog to digital and 
back again, allowing instructors and students to 
view and hear the process at any point, and to vary 
the parameters of the transference. 

Using a simple tone generator, professors can 
now show and play a sine wave and its digital 
counterpart in multiple-bit resolutions and at mul
tiple sampling rates. At each step the student can 
hear the sampled sound and see the wave£ orm on a 
split-screen oscilloscope. ,~ 

. · The- -~Y~le~ ;trr1~i if' e · ---"demonstrate why 
~ @fu.plini rlte.ff rilu1t b'~ ·~ · f tw1ce the highest fre-

~ quency r,e~or?ed, ~ .· ~~r is ~p.~icial, and how 
~-r ~ m,uI~te~bit d.igita: ~:{,~ -~s1, ~~iiall.Yt work. While 
~ , . , there ·a~e no current' plans to manufacture more 
~ Digital Audio Demonstrators, Edelstein does hope 
! to offer clinics at conferences and conventions out-
~ side the college. 
~ 
)> 

z '------------~----------· 
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BERKLEE ON CD 
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i <.) 11) ~111 ci I) <1 v i <.i Va r1 <;I), kc 
( <1 o c i ~1 t c l) r o f c s o r 1 r1 
MP&F). While chi Bcrklcc 

tudio Albun1 howca cd 
ariou pop and rock ty le , 

next ear' project in chi 

• 
1 

pt c --cnt ,1 ,vide range of 
1--1opular n1u i fron1 power 
pop to ballad to rap to go -
pel, featuring out randing 
performan e by Berklee 
,·o ali t , in trumentali t , 
producer , and engineer . 

All told, more than one 
hundred tudent were in
vol ed in the performance 
and production of chi 
)'ear' Berklee Studio Al-

annual erie will empha
ize the even wider variety 

of mu ical tyle performed 
at Berklee. 

The 1989 Berklee Studio 
Album i available for pur
cha e at The Campus Shop 
at Berklee, 146 Massachu-

ca ette. Alun1ni and 
friend may order b) call
ing ( 617) 266-1400 ext. 402. 
Plea e have Ma ter ard, 
Vi a, or American Expre 
ready when calling. Or end 
a check or money order, 

t o '"f' h e , r11 p u .. 11 l) c. t 
Bcrklee, 146 ·1a, sacht1 ett 
Ave., Bo tc)n, A 021 I 5. 

~lail or ph<>ne orclcr 
hould add $2 pc ·tage a11d 

handling f ec for the fir t 

unit plu .. so~ fc>r each addi
tional unit. Allo\v three tc> 
four w cc k t <..) r de Ii v e f)'. 

4 

ett Avenue, at a price of 
$6 for compact di c, $4 for 

pecifying de ired format 
and quantity, made payable 

A SUMMER WITH SEGUE MUSIC 

Berklee Film Scoring seniors 
Gernot Wolfgang of Innsbruck, 
Au tria, and Thoma Lavin of Glen 
Rock, ew Jersey, have been se
lected to be the first participants in 
a new ummer internship program 
at egue Music, a noted film music 
editing hou e located in Burbank, 
California. 

The program i designed to give 
talented film music editing students 
the opportunity for practical career 
training. Lavin and Wolf gang will 
pend several weeks at Segue Mu
ic's editing facility in Burbank, 

where they will apprentice with 
establi hed music editors working 
on motion picture soundtracks and 
television programs for the 1989 fall 
season. They will be responsible for 
preparing cue heets, building music 
track , and a si ting in recording 
tudio and soundstages in the Los 

Angeles area. 
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Segue Mu ic often work with 
film mu ic projects of such interna
tionally renowned film composers 
as John Williams, Jerry Goldsmith, 
and Berklee alumnu Alan Silve tri 
'72 (Back to the Future, Roger Rab
bit). Associated with the profe -
sional staff of Segue Music are 
Berklee alumni Christopher Brook 
'80 and Curtis Roush '80. 

The summer internship program, 
a collaboration between Segue 
Music and Berklee' Film Scoring 
Department, i designed to enrich 
the educational experience of indi
vidual Berklee tudents as well a 
the college itself. Application from 

enior mu ic editing tudcnt were 
examined by a panel which in
cluded Segue Music Pre ident Dan 
Carlin, Jr., Berklee Film coring 
Department Chairman Donald 
Wilkins, A i cant Department 
Chairman Michael Rendi h, and 
Lab Manager Eric Rea oner. All 
applicant were inv~ited for a per
sonal interview with the panel, 
where they were a ked about their 
long-term goal in the film mu ic 
indu try. 

The two tudents selected for 
thi unique ummer program will 
keep a detailed record of their ex
perience at Segue Music, and will 
return to Berklee in the fall to 
continue their studies and to share 
their profes ional experience with 
the college' Film Scoring Depart
ment tudents and faculty. 

-Alma Berk 
Chief Public Affairs Officer 
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COLLINS NAMED 
DIRECTOR OF 
DEVELOPMENT 

John Collins has hit the 
ground running as the new 
director of development. 
Although he has only been 
on board a few months, 
Collins has met with 
Berk.lee alumni in Nashville, 
Boston, Philadelphia, 
Toronto, Orlando, and San 
Francisco. On campus he 
has met with trustees and 
college officials in Admis
sions and Career Resources, 
along with faculty deans, 
chairs, and numerous in
structors. 

Why has he been meet
ing with so many people? 
Says Collins, "To listen, 
really. If I am to help the 
college realize its enormous 
potential, I need to hear 
from its graduates and learn 
what it is to be a member of 
the Berklee family." 

Collins comes to Berklee 
from Emerson College 
where he was the director 
of alumni relations. Earlier, 
he was the associate direc
tor of alumni relations at 
Tufts University, where he 
had previously served as the 
managing director of the 
Arena Theatre. For two 
years, Collins toured pro
fessionally as the artistic 
director of the Boston Mime 
Theatre. 

"Although I graduated 
from Emerson," he says, "I 
feel that I can identify 
closely with Berklee alumni 
as a performer as well as a 
professional development 
officer. 

''Therefore, my office 
will be more concerned this 
year with friend raising; 
fund raising will follow. 
Right now we hope to ex
pand alumni involvement 
in career education and net
working programs. And I 
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think that our new maga
zine, Berklee today, will 
greatly aid us in getting the 
word out about our pro-

d 
,, 

grams an events. 
Collins will continue to 

travel in order to find ways 
to involve alumni and 
friends. 

"My recent crash train
ing course at Berklee has 
proven to me that alumni 
deserve more than a drink 
and a handshake.Therefore, 
we want to find the best 
way to develop .clubs, an 
alumni association, and 
other substantive program
ming. We also hope to de
termine the best methods 
to bring alumni back to the 
Berklee campus · for pro
grams such as our Alumni 
College and possibly an 
Alumni Weekend. 

"Later, as alumni see our 
need for more scholarships 
and equipment, I'm sure 
contributions will follow. 
After all, as we improve the 
quality of a Berklee educa
tion, we also improve the 
value of our alumni de
grees.'' 

Collins says he's look
ing forward to meeting 
more alumni who are inter
ested in working on devel
oping alumni clubs 
throughout the United 
States. Any alumni inter
ested in working on a club 
should contact John in the 
Development Office (see 
address and phone number 
on page 2). 
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BERKLEE ON THE ROAD 

With several intense music seminars and faculty 
exchanges around the world, the Berklee educa
tional experience is no longer confined to the col
lege's downtown Boston facility. The college has 
presented one- and two-week performance pro
grams in Santa Fe, Italy, Argentina, Spain, and Ja
pan, and is considering more sites for the future. 

Berklee in Santa Fe begins its second annual 
session this August on the campus of St. 

John's College. Intended primarily for high school 
and college age music students as well as young 
emerging music professionals, the Santa Fe program 
focuses on jazz-oriented performance. This year, 
faculty members such as Gary Burton, April Ara
bian, Robert Stoloff, David Mash, Larry Monroe, 
and Christian Jacob will be teaching performance, 
ensemble, and music theory skills to a class of ap
proximately 200 students. 

I The Berklee in Italy program celebrates its 
fourth annual session this July. Berklee in 

Italy is a two-week seminar, offering in-depth classes 
in contemporary music. Working through inter
preters, who are also alumni, Berklee faculty de
scribe, demonstrate, and perform a variety of con
temporary music styles while developing the per
formance abilities of the students. This year's fac
ulty includes Jeff Stout, Richard Odgren, Orville 
Wright, Laurence Baione, and David Clark. 

Berklee in Japan has enjoyed an increasing 
.____ _ __, popularity over its first two annual sessions. 
This year, classes are being offered in two one-week 
seminars-the first in mid-July, the second in Au
gust. Based in Hamamatsu, the fulcrum of Japan's 
music industry, Berklee in Japan offers exceptional 
education in advanced music synthesis equipment 
through the donations and support of Hamamatsu's 
many musical equipment manufacturing facilities. 
Faculty members Ed Uribe, Ken Cervenka, Lennie 
Peterson, Bill Pierce, Mike Ihde, and others will 
off er more than 500 enthusiastic Japanese musicians 
an intensive course in modern music styles and tech
niques, including instruction in synthesis. 

Berklee in Argentina is a special program 
this year involving one seminar each month 

from April through December. Each month, a fac
ulty member will fly to Buenos Aires to give a one
week session on his or her area of expertise. David 
Mash taught the first installment in April. 

''The language barrier is not really a problem,'' 
says Associate Professor of Percussion Steven Wilkes, 
an instructor in this year's Berklee in Japan. "The 
interpreters are amazing. But even when the stu
dents aren't getting it, the instructor can always sit at 
the instrument and play. Then you get the smiles and 
the nods and you know they understand." 
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NETWORKING 
OF NOTE 

\1,1( ( 0 l l-J\ t t Ill' I l 8(l 

l1ll 111,1ti(l)'l,ll (}ll)l'lllC'I 

t\ 1 tJ s i l , > 11 t l • r c 11 '-.. t' i I l t I 1 l 
• l I . l g t 1 c , 1 111 l .. 1 , , , , 111 J, t I t l' r ~ 

fi11,1ll, lllltllllllll Ct'C'lt 111.,i11-

lr.111ll \ -.111ll tl1t 1111t"l"<l ()I 

l I 1 () i l l' \ \ • l' t I 1 t 1.1 Ci I l t ()' I l . 
► r•11c (.)\ l't ,1ll 11111,1 l'\\l(.)ll (.)Ill' 

,~(.){ t lt)lll tlll'lt)tlfl'll'llll'\\ ,l\ 
~ 

tl1.1t trttl)' 11<)\\l'tft1l 111t1,tl 

l ).\ \ (lt)l,ll .11 l',l lll't\\ (.)l k,) 
,ll l' ,t1ll .1 \\ ,1\ \ <)ti, l)t)t \tll

t1l'll(\ .1t I~t't klcl' ( (.)liege t)f 

\lt1 .. 1c 1111gl1t li1~.1g1ee. 
l).1, 1ti l.1sl1, cl1,111111,111 

<)t tl1c lus1c S, 11tl1e·i 
111 l)gt .1r11 at Bc1 klce l1<1 ct 
up J 111u i .. L tl1,1t goc 
be, l111d 1n,1n, of tho e 

• 

pe ulat d on at the co11-
fcrcn . The urrent 3 om 

] t l 1 • I l 1 ,l 11 ' l { I k I 11 

I Lill I q ll igi t.11 111 LI I 

\\ ()11 Sl,\l it)l)S, ,lll l r>ic 
l tlSCI \XI it "I, 2 I 111.1g ·\XI It 

t'I s, ,111tl ,1 Sci, c1, 70 113 
I 1 .1 r l I I I i , e ( \ ,, I 1 i c I 1 .1 t I t ._) 

111. 1 t it . 1 11 ,, 1,., ("' k s i t s e 11 LI l, t ( l 

t • , I' t' L', er , 1, i g l1 t , , t 2 .1. 11,.) . 

l~.1rl1 tligit.,I 111t1sil \V<lrk
st.1til 11 i11(·lt1<.lrs .1 l.1'-J>lus, 
.1 1'. tt rz ,,1 ci l 11 l) I l)< ),l rll 
,111<.l ft1II,, l(),\(.lt'll 1'.ttl"Z\\1til ., 

1 r),llllil'r, .l ) ,1111.111.1 '"l'X 
8l(l t,llk, .111 ()l)l'tlll'ltll 

I· i1,111(ic1, ,1 'r .1111.1l1a R, 
11 1)1 t1111 l.1Ll1i11c., ,111 

() ~) c () d c t ll (11 () I) l u \ M I I) I 
.1c.i.1ptc1., ,1 K<1111lct M<1t11x 

IIDI --witcl1 box, a 
r <1111,1l1a P 90 D igi t,11 
r tfcct Proce or, a 
Yan1aha D-1500 Digital 
Dela , a Hill Multi-mix 16-
channel mi er, and a TEA 
four-track ca ette deck. An 

.111.1 I l g I .1 l C > 11 l il 11 I ,l I 
l1t1l 11.11 ,, t,1 t. t1<,11 , l1uc 

l. 11) ,11 C l111k d tl tl1 
l .1 i 11 t t. ls 11 11 'l, c r k. I 11 c 

, l, ,le s stc111 , 111 lJ · · 
J',lltLlc I t(, (1, < 1 kstat11. 11 

l) 11c t Sc1 t ,,,,l c,. 
~1·l> tis • , ( ,1 I t.1ti1.,11, tl1c 

s l tr l I c r l t i 11 e I ts a l1 , c t lJI J 

<.ii k i11t<l tl1 • \V()rk t~til>r1's 
1l .1 i I} t u I , , \ V l 1 i l 1 ,1 LJ t ( l 

111.1tic.1ll)' l<lgs tl1c Wclrl stll 

ticl11 <>11 t<l tl1c 11ct \V<lrk ,111<..I 

11 r c) \' i t l l', t I 1 <.: t 1 st' r \ i t l 1 t \ < > 

vc)lu111cs: .1 3M 13 ,ll)J)lic, -
til)J1~ \ <)lt1r11c· ,111tl a l.1rgcr 

p u l) l I c v <) l Ll r11 c . '] .. h L' .1 l) J) I i -
c,1tt()r1\ \'<)lt1111c\ c,1cl1 C<)tl

t a 1 tl cl l l) p \ () f M ~1 r k () f t l1 C 

U 11 i c o r n ' P r <) f c s ~ 1 C) n ,1 l 
ompo ct an(f I)crformcr, 

variou patch cd1tc)rs <1nd 

librarian f rorn ()pc ode 
y tern , and all the Mac1n

to h/Kur1wcil program . 

RECITAL SPACES GET A FACE-LIFT 

6 

The renovated 1W recital hall in Berklee's 1140 Boylston Street building. 

Although Berklee' two renovated 
recital hall only opened thi past win
ter, their chedule are already jam 
packed. Recital hall 1 W in the 1140 
Bo) l ton treet building hold cla e 
and concert during the day and more 
concert during the night. The 98- eat 
f ac1lit) hold a Ya mah a grand piano and 
a fu 11 ound y tern for concert , lec
ture , and cla demon tration . The hall 
al o offer a direct clo ed-circuit tele i-
ion link to the large- creen telev i ion in 

the nearb) tudent lounge. 
The college' newe t recital hall at 22 
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The Fen way pre ent an eclectic collec
tion of old and new. The decorative 
ceiling arche over cool blue eating and 
carpeting. The cla ic, tained wood
work and marbled fireplace balance the 
high-tech gadgetry ju t back tage. 

Here lie Berklee' new MIDI per
formance facility, co1nplete with a 
combination of the ynthe izer and 
ound proce ing oftware found in 

Berklee' three ynthe izer lab . The 
81- eat Fenway hall is al o u ed for 
daily cla e and clinic and i becoming 
a popular recital pace a well. 

l ' ll , l ll 11 ll 
1 g 111 c\ < } 11 t t 1 

l1 ' I 11 ' l d d f 11 L\ 
C (l U C l I, \ ) l I t l t 1 11 f 

1t 11. s< 11tcd 1~11 
1111 .1ti<.>11s , llu,11 ·, l t·r kl·· 
I Lit cl1(1sc l 'I . 1 Jtl: Cl J 1 

l f c( cl1 I ,1ck, gc. tucJc11t 
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Lllt1111c, l1i !1 i r • CI\Ctl 

f >r c lie ti11g l10111ew<l1 k. 
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g l' t l1 e r, <J c 11 c \Vo r k t, t i o 11 

c,111 C(>11tr<>l c,1 cral ,tl1c1 if 
n e c es s <1 r v. I: v c 11 t }1 t) u , }1 t l1 c ., 

w <) r ks t ,1 t i c) 11 s , re 111 a i 11 I ) 
head phc)11c-b,1secl, tcacl1cr 
<)r lab r11c)r1it )rs ca11 r ,utc 
~1 u d i o () u t p u t fr 111 a 11 ) 

number of \vork tatio11 t 
loud speaker . 

l:.ach teacher's ,vork ta
t 1 o n ha~ a 1 a r g e - s re e 11 

Limelight rnc)nit<)r \ ired 
into the Mac', new) y (1cl(l d 

T port . 1-::i,1all y, one 
of Berklec' 24-track re
cording tudio al 'O C<)11-
tain a digital 111u ic \Vl)rk-
tation; tudent <..reate 111u

ic equence tile and 
patche in the nctwc)rked 
laborator\ 1 and then bring 
the e file on Macinto 'h 
800K di k to the record
ing tudio to make prof e -
ional-quality multi-tra k 

analog tape . 
Perhap the mo t impor

tant detail here i that at all 
cage , the tudent work 

with tate-of-the-art hard
ware and oftware., identi
cal to that u ed in the real 
world, and the department 
make ev er)r effort to keep 
the entire } tern upgraded 
and updated. 

-Christopher Y ave low 

Reprinted by permzs5zon of 
Macv.:orld from the June 
1987 zssue, published at 501 
econd Street, an Fran

cisco, CA 94107. 
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FA CUL TY PROFILE 

ou an 

oes o an 

Andrew Taylor 

he people who are doing art with computers today 
are trying to discover a new means of expression," 

says Dr. Richard Boulanger, associate professor in 
Berklee's Music Synthesis Department."It's not about 
replacing musicians, it never has been for me. We' re 
trying to extend the voice of the virtuoso through tech
nology, and express the human spirit in new and more 
vital ways." 

As an active composer and performer of instrumental, 
electro-acoustic, and computer-generated music, Dr. 

In January through June of next year, Boulanger will 
be carrying his music and his message to the Academy of 
Music in Krakow, Poland, as a Senior Fulbright Lecturer 
in electronic and comP,uter music. Boulanger received the 
grant through a rigorous screening process by the Coun·
cil for the International Exchange of Scholars, affiliated 
with the American Council of Learned Societies. Pre
requisites for the honor were a Doctorate, several years of 
teaching experience, and a clear vision for the teaching of 
the specific discipline. For those who don't connect 

Krakow with music tech
nology, Boulanger is quick 
to voice his enthusiasm for 
the location. 

''There is quite a bit 
going on there," he ex
plains, pointing to recent 
articles by Krakow faculty 
in the competitive Com
puter Music Journal and 
recent awards to Krakow 
composers. "I'm going to 
have to do my homework." 

Dr. Boulanger holds a 
Ph.D. in Computer Music 

-o from the University of 
~ California, San Diego. His 
~ bachelor's and master's de
i grees, both in composition, 
~ are from the New England 
~ Conservatory of Music and 
~ Virginia Commonwealth 

Boulanger has been quite 
successful in his mission. 
His compositions have 
been performed and broad
cast in Europe, Australia, 
Canada, and throughout 
the U.S. In 1986, his com
position for computer and 
electronic violin, Three 
Chapters from the Book of 
Dreams, was awarded first 
prize in the NEWCOMP 
International Computer 
Music Competition. In 
1989 his performance of 
Shadows, a piece written for 
a MIDI conducting device, 
was f ea tu red in a program 
on "The Science of Music" 
which was broadcast across 
the U.S. as part of the PBS 
NOV A series and through
out Europe on the BBC 
science show, "Horizons." 

Boulanger with student: "We're trying to extend the voice of University, respectively. 
the virtuoso through technology." His focus at Berklee, ince 
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"I try to bring to my students a more serious view of the artistic implication of what they're doing." 

h joined tl1e fa ult in 1985, ha been 
to en ourage tudent to e plore the 
arti tic potential of technology. 

"Mu ic technolog doe have prac
tical u e," he a . "It i a time- aving 
d ,,i e. It i man thing that profe -
ional mu ician can u e to enhance 

their e po ure, their publication, and 
their image. But I al o try to bring to 
m}' tudent a more eriou view of 
the arti tic implication of what they' re 
doing. I encourage them to e plore 
other po ibilities, toe pand the norm 
in mu ical wayc-not in cheap trick 
no elty way , but in way that e -
pand the po sibilitie of popular art." 

Boulanger, himself, ha been e -
ploring the expre ive boundarie of 
electronic and computer mu ic 
throughout hi career. In particular, 
he ha been experimenting with 
unique human/computer interface 
and in trument that tri e to breathe 
a humanity into electronic mu ic that 
ha been lacking in the pa t. One e -
pecially producti e device ha been 
the Daton (part drum, part conduc
tor' baton) that allow a performer 
to conduct, modif),, and create a per
formance with the motion of hi 
hand . Different mu ical parameter 
uch a time, tone, timbre, in tru

men tal balance, pitch, ma}' be mapped 
onto the urface of the Daron, allow-

8 Berklee to d a y 

ing motion to dictate the mu ic. 
De igned by Max Mathew at Bell 

Lab , the Daton originally required 
phy ical contact in order to function. 
More recent design make u e of FM 
ignal ent from the performer' 

hand . Thi free the performer to 
move in a three-dimen ional pace 
above the Daton, and opens the per
formance to new levels of ex pre sion. 

"Ultimately, you'll be able to cre
ate a field in front of any conductor 
on a mu ic tand, and he'll be able to 
conduct," Boulanger explain . "All 
the cue will be there. And the yn
the izer a well a the orche tra 
mu icians will follow." 

Other interest for Boulanger in
clude the merging of music and vi u
al , pecifically with a new Macinto h 
program called "Ovaltune" from 
Intelligent Mu ic. Thi program al
low computer mou e movement 
along with u er-a ignable keyboard 
command to modify and control 
MIDI data ent to an outboard }-n
the izer. A the performer move and 
alter image on the computer creen, 
the mu ic i altered a well, in tempo, 
timbre, pitch, or a number of other 
parameter . 

"We are entering an age where 
interacti e multi-media i the way to 
learn, to pre 'ent, and to create," he 

ay . To help the learning proce .. 
along, he 1 currently wc)rking c>n a 
book with Bcrklcc lu ic ~"' nthe .. i 
Department ha1rma11 D.1v1d M,, }1 

titled Hypercard for the Educttto1·. 
Ultimatel), it ha been the 'e man)' 

level of interaction between rnan an(i 
machine that have fa c1nated Bc)U
langer, and continue to challenge him 
today. In hi many com po "ition), the 
unifying theme ha been the carch 
for balance between human e,prc -
ion and modern machine -bct\veen 
pirit and cience. 

"I believe that coming to ter1n 
with technolog) i the kc,' i\ ue of 
our age," he explain . "In tact, I ec 
finding that balance a the onl\ chal
lenge for the compo er of thi day. 
I'm not telling a .. player to put down 
their in trum nt . To a that thi 

✓ 

technology i a refined and expre -
ive as an acou tic in trument would 

be a lie. But at the ame time, if )'ou're 
not addre ing the i ue of making 
expre ive mu ic with technolog}, or 
dealing with it many po ibilities, 
you 're not writing mu ic in this cen
tury. Thi really i the new challenge.,, 

Boulanger begin hi lectureship 
at the Academy- of Mu ic, Krakow, 
thi J anuar 1~. He plan to tour and 
perform throughout Europe after he 
co1nplete hi term in June. ) 
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Andrew Taylor 

tm e were really at a maximum,'' sighs Film Scoring 
BIi Department Chairman Don Wilkins. "We had had a 
big increase in majors last summer and fall. It seemed we 
were just about to go under water ... then the life raft came 
1 

,, 
a ong. 

That life· raft was the Film Scoring Department's new 
classroom, lab, and recording facilities in Berk.lee's main 
classroom building at 1 SO Massachusetts A venue. As Don 
Wilkins emphasizes, it couldn't have come at a better 
time. Before the move, resource space was crammed to 
the limit, student recording time op
tions were severely limited, and lab 
time was becoming a problem. The 
popularity of the Film Scoring major 
and the success of its alumni had in
creased demands on space and f acili
ties. The new space provides new flexi
bility, new tranquility, and exciting 
new possibilities. 

''We've become much more able 
to handle the kind of schedule that's 
required," Wilkins says. ''Probably 
the best thing is the fact that every
thing's so close together. Whereas 
before we were running up and down 
the hallways a lot, now we're always 
. '' JUSt a step or two away. 

Walking Tour 

shuttling from room to room, students working on large 
Moviolas, and you can hear strange strains of rewinding 
magnetic film from rooms yet unseen. At the same time, 
you're struck by the .calm amidst all this activity. Even 
with all the labs at full capacity, there's room to move, to 
think, and, most importantly, to create. 

As you pass through the glass door that divides the 
facility from the rest of the main classroom building, you 
enter a hallway with brown carpet, off-white walls, and 
low, calm lighting. Through the door on your immediate 

When you walk through the new 
facilities, you're surprised at how 
much is going on in those few steps. 
From the hallway, you can see classes 
analyzing videotapes, faculty and staff 

Wilkins (right) demonstrates a 16mm Moviola editing console in the new facility's 
classroom/lab. "We're much more able to handle the required schedule," he says. 
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·r11c ne. t door on the left 
1 - the JS111n1 editing lab 
'<.)c1t.1ir1ir1g a 35n1m Mo i

Film Scoring Department Lab Manager Eric Reasoner helps 
a student in the 35mm Editing Lab. 

<J r t 11 rec f) e o l le i 11 t }1 e re 
~<)Urce arc,1. A I< b rnt 11i tor 

• 

coulcl C<>r1ccival ly cc ver 
ola .. 1 ,,·ell a a full , equipped editing 
ben 11 with ound reader and yn-
hronizer . Here tudent can track 

filn1 ue with librar mu ic, take 
timing heet , and learn how to build 
cli k loop and mu ic reel for televi-
ion and feature film ituation . 

A few tep further to your right is 
the Video creening Lab where stu
dent iew ideotape of assignments 
or project and explore mu ical idea 
on an acou tic piano. Here, al o, fac
ulty and indi idual students view and 
critique tudent projects. 

The next door down is the Student 
Re ource Lab, a multi-purpo e facil
ity containing three separate work
tation : a Macintosh/Synthesizer 
tation for equence preparation or 

u e of film scoring computer applica-
tion ; a video viewing station for 
analy i of feature film excerpts; and 
an audio tape dubbing cation which 
give tudents access to the depart
ment' ound effect, film soundtrack, 
and audio tape librarie . These work-
tation are de igned for simulta

neou u e with each student u ing 
headphone , and can be used through
out the day and evening hour . 

Straight ahead of you at the end of 
the hallwa) 1 i the largest room in the 
complex, the Cla room/Scoring 
Stage. This space erve a dual pur
po e a clas room by da)' and tudio 
pace b)' night. The room' large
creen projection TV provide cla e 

with audio/vi ual example of lecture 
topic . At night, tudent direct their 
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own en emble by conducting to 
click-track , to the tudio topclock, 
or to the video image while the re ult 
i interlocked and recorded in the ad
joining Control Room. 

The Control Room it elf allow 
for everal types of recording and 
dubbing operations, including direct
to-two-track mixes of student proj
ect , four- and eight-track recording, 
and computer equencing sessions. 
After recording, projects are synced 
to the 3/ 4 11 video of the student's 
cho en film cue and mixed to 1/2 11 hi
f i video. Because of its sound in ula
tion, the Control Room can be used 
for various mix-down and dubbing 
tasks during the day while classes take 
place in the studio space. 

The two other paces that branch 
off the main hallway are the 16mm 
Editing Lab and the Video Scoring/ 
Sequencing Lab. The Editing Lab 
contains an additional six-plate flatbed 
16mm Moviola editing con ole. Here 
film music editing tudents cut and 
ynchronize previou ly recorded 

mu ic to picture and construct origi
nal film sound track by enior di
rected- tudy students. 

The Video Scoring/Sequencing 
Lab utilizes the late t in computer 
and ynthesizer equipment from 
Macinto h, Kurzweil, Yamaha, Op
code, and other to sequence music to 
video. Here, tudent learn about 
MIDI and SMPTE interfaces and the 
u e of modern-day computer soft
ware-including Professional Com-

five area at one time. It's a big i111-

provemcnt. When people need hel1), 
it' never very faraway.,, 

Big Bad Boom 
From looking at the calm, efficient 

pace, you might find it difficult to 
imagine the challenge and frenzy (.)f 

completing it in only one ummer. 
From the in tant the pace wa e
lected, faculty, taff, and admini tra
tor began di cu ing how be t to fit 
the facilities in the pace, and how 
each room could function mo t etfi
ciently. There were even pole that 
served a uperstructure5 tor the 
building. one could be moved or 
removed; each provided la)70Ut prob
lems of its own. The primary chal
lenge, a it turned out, wa building a 
tate-of-the-art tudio and recording 
pace in a 75-year-old building. The 
pace' location on an outside wall of 

a downtown building, the structural 
capacity of the old-style floors, and 
the 12 drum practice rooms on the 
floor directly above all provided in
tere ting challenge . 

((The only thing that could have 
been worse would have been to have 
put the facility under a dance studio,,, 
joke Michael Howard of the Mathes 
Group, an architectural consulting 
firm brought in to analyze the prob
lem . cc It was one of the most difficult 
conversions we had to do." 

"I didn't have too many problems 
with the acoustics of the room itself," 
says Berklee MP&E professor Wayne 
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Wadhams who was assigned the de
sign of the studio. "Even though the 
studio space is a rectangular solid, the 
dimensions are so wildly different that 
the acoustics aren't bad at all. But we 
did have trouble with the potential of 
that percussion noise coming 
through." 

The Mathes Group and Wadhams' 
consulting firm, Film Associates, 
recommended several approaches to 
isolate the studio from building and 
street noise including window treat
ment, complex isolation systems, 
careful machine placement, and struc
tural modifications. Triple-glaze 
windows shut out most of the out
side noise. Acoustic insulation helped 
as well. The drums upstairs were a bit 
more of a problem. 

The college was already using 
Wenger booths to stifle the practic
ing percussionists. But even these 
space-age phone booths weren't quite 
good enough to silence the pounding 
and vibrations of 12 drummers drum
ming. This magnitude of problem 
usually calls for an isolated flooring 
system, floating above the current 
floor. But structural limitations elimi
nated that option. 

''The only thing I could think of 
was to elevate the units off the floor 
somehow and build a sand box-an 
old studio trick," says Wadhams. 
"Sand is a pretty good sound absorber 
because the grains slide over each 
other and because there are so many 
little air pockets." 

All that sand, however, would also 
tax the flooring system to 
its limits. So Wadhams had 
to find another solution. He 
needed a material that was 
light, sound absorbant, and 
sturdy enough to hold the 
booths without compact
ing and becoming useless. 
The answer came in a card
board box. 

There he squeezed, stomped, and 
squashed every type of packing chip 
he could find, looking for the brand 
that was least subject to compression. 

"I advised the contractor to build a 
sand box with two-inch layers of this 
stuff and some wire mesh to keep it 
from settling down and solidifying. 
So we took three layers of that, 
plopped the Wenger units on top, 
and waited to see if that stopped the 
sound from coming through." He 
smiles. "Lo and behold, it did." 

Problem #2 
With the drum problem solved, 

however, a more ominous dilemma 
appeared. Initial sound checks showed 
a rather severe hum in the equipment. 
Something was interfering with ei
ther the microphones, the cables, the 
mixing board, the tape decks, or with 
everything all at once. 

"What we didn't know," explains 
Wadhams, "was that directly below 
the studio floor were the main power 
feeds for the entire block. What's 
worse, those feeds were put in at a 
time when this was a hotel and the 
Performance Center was a theater. 
There wasn't any need to provide any 
degree of radio frequency or electri
cal isolation. So we discovered an 
industrial strength electrical field 
coming up through the floor." From 
there it got worse. 

"Now, in the studio there's a metal 
pole, one of the superstructure poles, 
that picked up and channeled that 
huge magnetic field right into the 

studio. It was as if you had a huge 
magnet do'Ynstairs and you stuck a 
huge rod on top of it. The magnetic 
field would radiate throughout the 
whole rod." 

The field and pole were the obvi
ous source of the phantom hum. 
Wadhams and his crew installed a 
small meter on the pole to gauge the 
high and low cycles of the field while 
they pondered what to do about it. 

As it turned out, much of the prob
lem was solved simply by knowing 
its source. Some rerouting of the elec
trical load from the main switch boxes 
to alternate locations eased the hum 
considerably. With the field intensity 
diminished, careful microphone and 
cable placement now render the in
terference practically unnoticeable. 

A Happy Ending 
Ultimately, the benefits of the new 

facility made the struggle more than 
worthwhile. The space is airy, mod
ern, and efficient. The life raft is spark
ing new life into what was alr~ady a 
booming department. Students, fac
ulty, and staff have nothing but praise 
for their new home. 

"I reflect back at where we were 14 
years ago when I started here," Don 
Wilkins says. ''I was it. I had a rewind 
bench, a movie scope, a synchronizer, 
a projecter, an old Roberts tape re
corder, one basic lab room, and a 
classroom to work from. Since that 
beginning in the Fall of '75, it seems 
like there is a big jump every few 
years. Each time there is a lot of sup-

port from the administra
tion. They say, 'Okay, 
you're growing and your 
program is working, now 
what do you need, and 
where do you want to go 
from here?' 

"I marvel at how much 
enthusiasm there is for the 
program and how we have 
grown over the past 14 
years," he continues. "Eve
rybody's life is maybe not 

" 5 easier, but better-better 
-i 

· ; organized. We can all work 
~ more efficiently at what we 
~ do best." For a busy, rap-
~ idly growing department, 

"Styrofoam packing 
chips," Wadhams says, 
"those little peanut things 
that come in the box when
ever you get something 
from Brookstones or the 
like." With that thought, he 
went over to the MP&E 
maintenance room where 
shipments are received. 

Student Shin lkesue '89 conducts a film scoring project in the that may be the highe t 
facility's Scoring Stage/Classroom. praise there is. =31 
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Thoughts on the past, present, and future of 
music from a man who helped define them 

by Andrew 

Taylor 

Summer 1989 
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veryone has heard the legend: a f rus
trated but resolute band manager, a rec
ord label chief with .an open mind, and 

a young group of four Liverpool boys that no 
other label would touch. 

"The recording, to put it kindly, was by no 
means a knockout," George Martin later re
flected on the demo in his bookAll You Need Is 
Ears (St. Martin's Press). "I could well under
stand that people had turned it down. But there 
was an unusual quality of sound, a certain rough
ness that I hadn't encountered before. . . .I 
thought as I listened: Well, there just might be 
something here.'' To put it mildly, he was right. 

Although signing, producing, and advising 
the Beatles may be George Martin's most quot
able claims to fame, he's made a lifetime of 
sound judgments, unusual choices, and unusu
ally wonderful music. This May he was awarded 
an honorary degree, doctor of music, at Berklee' s 
commencement ceremonies. Last year he was 
named a Commander of the British Empire for 
his contributions to the world of music. His 
career has spanned the music business as a rec
ord producer, composer, arranger, performer, 
film composer, record label chief, and chairman 
of a remarkably successful production com
pany. But even that doesn't quite cover it. 

PHOTO BY NANCY CLENDANIEL 

, 

George Martin was born in 1926 in London 
and was drawn to music at an early age. His 
family obtained their first piano when he was 
just six years old, and the instrument became an 
instant source of fascination to him. 

He played and composed from his early 
years through his service with the Royal Air 
Force during World War II. After the war, 
Martin attended the Guildhall School of Music 
studying composition, piano, and oboe. That 
was followed by a short stint as a freelance oboe 
player and an even shorter stint as a clerk at the 
BBC music library. 

In September of 1950, George Martin was 
offered a position as assistant to Oscar Preuss, 
head of a small label in the EMI group, Parlo
phone. Martin took the job-helping Mr. Preuss 
with administrative chores, assisting the label's 
artists, and supervising studio sessions. He was 
a fast learner. When Oscar Preuss retired in 
1955, Martin was offered the position of head of 
Parlophone. He was only 29 years old. 

Martin immediately began searching for an 
untapped market where Parlophone could make 
its mark. He found that market in comedy 
records. His recordings of Peter Sellers, Spike 
Milligan, Flanders & Swann, and Beyond the 
Fringe ( a young troupe including such talents 
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1arti11 a11d tl1e Bea tie grew 
,111d e. perimc11ted, the rol 
of the produ er al o grew. 
The ollaboration rea hed 
one of it highe t point in 
1967 with the relea e of gt. 
Pepper's Lone/;, Hearts 

lub Band. With one re
lea e, the in l LP wa 
tran formed from a me
diu1n into an art form. 
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Is it important for a pro
ducer to understand a wide 
range of music as well? 

I think the fir t sen-

becom di enchanted with 
EMI. Although he had built 
Parlophone into a ucce -
ful label and produced one 
of the mo t popular band 

George Martin in the control room: 11 The first essentials for 
any producer are a curious nature and a catholic taste." 

rial for any producer ,1re a 

cur1ou nature a11d ,1 catho
lic ta te. If his ta te are 
channeled too mu h in c>ne 
direction, then he becomes 
le of a ucce tul produ er 
becau e it gi" e hi1n le 

of all time, he wa till being paid a relative pittance. 
Martin and a group of colleague left Parlophone to form 
a collaborati e production company, A ociated Inde
pendent Recording (AIR), where he continue to explore 
and produce today. 

Hi production credit ince then include album with 
Paul Mc artney, America, Jeff Beck, ea Train, Paul 
Winter on ort, John McLaughlin, Jimmy Webb, eil 

edaka, the Bee Gee , heap Tri k, and Ultravox. He al o 
ha written ore for many film including the Beatie 'A 
Hard Day's ight and Yellow ubmarzne, Pulp tarring 
Michael aine, and Live and Let Die, for which he 
recei ed a Grammy. Hi mo t recent project include a 
new recording of Dylan Thoma 'Under Mzlk Wood with 
Anthon)· Hopkin , and thi year' Prince' Tru t concert 
with Phil ollin , Mark Knopfler, and a full n1phony 
orche tra. 

George Martin' career ha thri, ed on hi ver atilitv, 
., 

hi vi ion, hi openne , and hi tactful manner with 
arti t . It wa5 about all of the e thing that he poke to u 
from hi office at AIR tudio~, Ltd., in London. 
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tolerance of mu ic. If 1-ou get a rock fanatic or a jazz 
fanatic or a cla ical fanatic, to a certain extent they'll be 
wearing blinder ; the) won't ee too much on either \id· 
of them. That make them le ver atile, it make them le 
tolerant, and, to be hone t, I think it make them le mu-
icianly. 

Would you say that a producer who specializes in one 
area is necessarily less effective? 

I don't know about that. I ju t think a budding record 
producer hould keep an open mind alwa\- , examine 
every kind of mu ic, and apprai e the good in e\ er)'thing, 
rather than channel him elf too much in one direction. 

Having aid all that, it' worked for me, being versatile, 
and being able to put my hand at different thing . It ma)' 
not work for other people. If }-ou get omeone who i a 
ynthesizer expert, he ma)' be able to produce records of 

a particular ort much better than omeone like my elf . 
And also, obviou l)·, it depends upon the aptitude of the 
individual. It' no good my lecturing people saying what 
they should be. They're going to be what they are. 
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You've said that tact is the sine qua non of a record 
producer. Does that mean the artist is always right? 

No, it doesn't mean that by any means. It does mean 
that you've got to convince the artist that what you want 
is what he wants. 

I've never been one for confrontation. I've always been 
one for infiltration. I get my way by trying to convince 
the artists that it's his way. It's a question of tact and di
plomacy.You've got to know your artists.You've got to 
know where his strengths and weaknesses are. And you 
must always try and keep him in a state where he's going 
to give you his very best. 

At the same time, I think a producer should never be so 
arrogant as to believe that he knows it all. I've learned a 
hell of a lot from people I've worked with. 

Have you ever felt that advancing technology actually 
got in the way of a good recording? 

Yes, sometimes. I've listened to works where people 
have become so in love with the mechanics and the tech
nology of what they were doing that they forgot the 
music. You can get a thing overloaded. In today's tech
nology, where a lot of recordings are done on a layer cake 
principle-where you start off with something and you 
keep adding to it-one of the problems is that a lot of 
people don't know when to stop adding. That is a terrible 
danger. Knowing when to stop is almost as important as 
knowing where to start. 

Have you ever found yourself in that trap? 
Not really. I've always regarded technology as a tool. 

When I first started using automation and computers, I 
insisted that they should still be tools, and that the syn
thesizer should be an instrument. I've always liked the 
combination of synthesized sound with natural sound. 
That happens to be my taste. A purely synthetic sound 
tends to be a little bit too sterile for me. 

I have used purely synthesized sounds on material I've 
written myself, but not for human consumption. I've 
only done it in order to convince people that it would 
sound better if I used musicians who cost a lot more 
money. 

There also seems to be a temptation to make tracks and 
recordings perfect. Do you see that as a problem? 

It's not a problem, really. It's merely a question of taste 
again. I like to have a bit of humanity in my music. These 
days you can sample and reproduce everything in digital 
format. But a clinically accurate tempo makes me un
easy-as though I'm listening to a quartz-controlled watch. 
I like ebb and flow and I like dynamics. I like a bit of 
randomness in my music-which is what a human being 
is, after all. A heartbeat isn't quartz controlled; it varies 
with our emotions. I think music should reflect that. 

And it may be that a human mistake on a track could 
tum out better than you could have imagined or planned. 

Exactly. Sometimes people do things that you don't 
expect. And sometimes they are literally mistakes. I'm 
not saying always, because quite often they can be pretty 
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awful. I have known occasions where mistakes have been 
absolutely super and I want the.p.1-even the question of 
intonation. I've heard Sinatra sing out of tune and sound 
good. I've heard other people sing in tune and sound bad. 

Can it sometimes be the constraints of technology that 
lead to greater creativity-as with Sgt. Pepper's Lonely 
Hearts Club Band, recorded on a four-track? 

To be honest, I don't think Sgt. Pepper would have 
changed very much if we'd had present day technology. If 
I'd had 32-track digital available to me in 1967 it's quite 
likely that the album would have sounded not very far off 
from what it sounds like today. I don't think it would 
have sounded any better. And I doubt very much whether 
it would have sounded much worse. 

It was a hassle doing it on four track, because you had 
to think in advance. You had to think where you were 
going to go, how much extra tape you had to put it on, and 
what you were going to lose in the process. It was a kind 
of crossword puzzle you were doing mentally. But I 
don't think that really made it any better. I think it just 
was. It might have turned out slightly different, but who's 
to say? 

Another possible constraint on music is business. Do 
you think the two are necessarily at odds with each other? 

Sometimes they're in conflict. Sometimes you• wish 
that you didn't have to finish something within a limited 
time. Or that you have to reduce the size of your orches
tra because of the money constraints. Sometimes that can 
be frustrating. And sometimes you have to do things 
because business requires it. That is also frustrating. 

I think you have to compartmentalize yourself. I've al
ways done that. When I'm a businessman, I put my 
business hat on; I even literally put on my business 
clothes. I put my armor on and I go out to war. As 
opposed to being an artist where I sort of supplely lie 
around and dream and try to translate those dreams onto 
a piece of score paper or in a studio. So I've become two 
different people. And it's necessary to do that, because 
you have to be cool headed as a businessman. When 
you're making decisions that involve not only money but 
also people's livelihoods you've got to be serious about it. 

But I've been very lucky, those frustrations have been 
a very small percentage of my life. One of the things I had 
at EMI as a result of the Beatles was not a great deal of 
money, because I didn't earn much, but a tremendous 
freedom. I was able to do pretty well what I wanted. That 
freedom was something that I valued enormously. 

Where do you think the music business is going from 
here, technologically and musically? 

Certainly over the past 10 years or so, music has 
become subjugated to vision-much more than it ever 
was in the early days-because "the box," the fish tank in 
the corner of our room, dominates everybody's life to the 
exclusion of almost everything else. In the world as we 
know it, the average man is influenced more by television 
or video than by any other medium. And because of that, 
music itself has changed. Popular music has become le 
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GEORGE MARTIN SPEAKS TO THE CLASS OF '89 

F\·ce1pt frorn /Jis 1989 commence-
1'l1ent add1·ess. 

I an1 honored and delighted to 
be witl1 )70U coda '. I an1 particu
lar!), thrilled to hare thi moment 
with om on who ha alway been 
a hero of mine Dizz Gille pie. 

In touring your college ye ter
da , I wa impre ed. I think that 
no chool anywhere in the world 
ha uch a t and impre ive facili
tie a Berklee. 

But technology ha n't always 
been to our advantage. In Europe 
there i a ini ter growing depend
ence on vi ual entertainment. TV 
and ideo have become the opiate 
of the ma se , with prerecorded and 
programmed sound ati fying their 
eternal hunger. The staple diet of 
million of people i junk mu ic. 
Like junk food, it may fill their bel
lie , but it doe n't improve their 
ty le. They are hearing with their 

eye , and Ii tening to nothing. 
I think we have to do our 

darnde t to counter this trend, and 
get people to realize that mimed 
performances are not a good a the 
real thing. 

For music to improve it ha to be 
created live. Thi may eem a para
dox coming from omeone who ha 
pent hi life in a recording tudio. 

But I belie,,e in the pontaneity of 
performance, and the ability to 
move the oul of th Ii tener with 
mu ic that happen at the time. 
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I love technical wizardry, and I 
am enormously excited at the po
tential that is available today. But 
we have to remember that technol
ogy i just a tool-nothing more. 
True art, true music comes from the 
heart and oul of the human being. 

Pete Town hend aid to me the 
other day, "George," he aid, "tell 
the young one how to cope with 
ucce ." I knew what he meant. 

Succe s and its hand-in-glove 
partner, failure, are equally diffi
cult to handle, and everyone ha to 
deal with both in different quanti
ties in their lifetime . The de pair of 
rejection, or failure, i easy to imag
ine. The perils of ucce are les 
evident. For one thing, it i a mi
rage·-you never really ever get to 
it. There i alway n1ore to do, more 
to learn, and always someone bet-

ter than ) ou are. Mind yc>Lt, there' .. 
always omeone wor e, as well! 

But public approval i ~ a he, d y 
wine, and too much can be not or1ly 
intoxicating, but downright harn1-
ful. Keep a en iblc opinion of your 
own worth, without the honeyed 
words of your admirer . They can 

-o eat you alive if you are not careful, 
I 

~ and drop you like a hot brick if you 
~ dare to go out of fa hion. 
~ Lord knows that it is hard to get 
! to the top; but it is a darned ight 
~ harder staying there. The mu ic 
~ business is littered with hooting 

stars that have burned out. So pace 
yourselves; it is not a sprint that 
you are running-it is more like a 
marathon. And remember you have 
to keep running. 

Obviou ly, talent i required. 
Equally obvious is the need for plain 
hard work. Every fir t-class musi
cian that I have known works hard 
at hi talent. Someone like my friend 
Mark Knopfler seem to enjoy tal
ent that require no effort. But I 
promi e you, he practices everyday 
to keep hi technique up to scratch. 

I said you were running a race·
a marathon. Well, on second 
thought that marathon is a relay 
race, and I am close to passing on 
the baton. A lot of you are going to 
take up the baton passed to you by 
those ahead of you. Music of the 
future is in your hands. Cherish it; 
it is a vital part of humanity. 
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BERKLEE AWMNI 
Mail Order Form 

• 

ORDERED BY: Name __________________________ _ 

Address--------------------------------
City ____________________ State ____ Zip _____ _ 

SHIP TO (if ditterent from above address): Name _________________ _ 

Address---------------------------------
City ___________________ State ____ Zip _____ _ 

Day telephone (if we have a question about your order) .,__( -------') __________ _ 

Qty. Description 

Sweatpant, black w/ white letters only 

T-Shirt, cotton, red, black or white __.__ 

Captain's Chair, black onl 
Sweat Shirt, crewneck, rey onl 
Hat, cotton twill, embroidered, black and red 

Beer Mu , lass 
_,_Bumper Sticker, white with red only 

Shot Glass 
Key Chain, brass with red letters 

CLOTHING SIZES: S, M, L, XL 

Shipping and Handling Costs 
Up to $20 Add $2.50 All items shipped UPS. Allow 
$21-$50 Add $3.50 4-6 weeks for delivery. Over-
$51-$100 Add $5.00 seas orders will be shipped 
$100-$1000 Add $7.00 via surface mail, allow 6-10 
over $1000 Add $10.00 weeks. 

METHOD OF PAYMENT (check one) 

Unit Total 
Size Color Price Price 

$16.95 
$10.95 
$240.00 
$16.95 

one $10.95 size 

$5.95 
$1.00 
$2.95 
$3.95 

Subtotal 

MA residents add 5% sales tax 
to all items except clothing 

Sh1pp1ng 

Total 

_ I've enclosed a check or money order for$ ____ payable to the Campus Shop at Berklee. 

Charge to my _MC _VISA _AMEX 

Fill 1n the entire credit card number here (include spacing). 

I I I I I I I I I I I I I I I I I Exp. Date _!_!_ 

Signature for all charges: 

X 

Mail orders to: 

The Campus Shop at eerklee 
146 Massachusetts Avenue 
Boston, MA 02115 
(617} 266-1400, x402 

Return Policy 
Our merchandise 1s of the highest quality However. should 
you for some reason not be fully sat1sl1ed. we 1nv1te you to return 
1tem(s) within 30 days of receipt for a refund of the purchase 
price Items must be returned post paid (CO D returns will not 
be accepted), 1n unmodified, salable cond1t1on 

. . - •• a • .. • • • • • • • • 7 
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Tips for the nervous, the flustered, 
or the just plain scared 

by Ha I 

Galper 

18 Berklee 

ne time or another, it' hap
pened to all performer . You 
arrive for a gig, get up on the 

cage, and then freeze. Your nerves 
take over where your brain leaves off. 
You came to play; but all you can 
manage i a nervous mile, an awk
ward tance, and a whole lot of weat. 
You have tagefright; but it feels like 
it ha you. 

Mo t problems with tagefright are 
due to inappropriate attitudes about 
the performing experience. Some of 
the e include mi conceptions about 
how energy i u ed, a hyperactive ap
proach to tempo, and confu ion about 
the different attitude concerning 
preparation (practice) and perform
ance. The behaviori t theory, "atti
tude precede action," ugge t that 
all actions are expre ion of attitude . 
To change our behavior we mu t, 
therefore, first hange our attitude. 

The appropriate u e of energy ha 
a direct, cau al relation hip with the 
degree of relaxation a hievable. on
equently, the amount of technique 

and control lo ti equal to the amount 

Pianist Hal Galper '59 has performed 
with such ;azz greats as lide Hamp
ton, Cannonball Adderley, and Dizzy 
Gillespie, and recently completed a 
tour with the Phil Woods Quintet. 

today 

All fear comes 
from our investing 
the performing ex
perience with too 
much meaning, or 
from taking it too 
seriously. 

of exce energy applied. Excess en
ergy and ten ion will have a debilitat
ing effect on in trumental technique 
and physical and emotional control. 
Thi make the use of vocal effect 
(gli andi, variation in volume, at
tack, and articulation) mo t difficult. 

The source of this energy is the ad-
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renal glands which produce the 
hormone adrenalin. These glands are 
stimulated b)' a response to stress that 
is often called the "fight or flight re
sponse" which is triggered when we 
perceive a threat to our physical or 
emotional being. The performer ex
periences physical, mental, and emo
tional discomfort resulting in a di
minished capacity to perform. Acer
tain amount of adrenalin is necessary 
for performance, however. So this 
response should not be totally elimi
nated. By inhibiting the amount of 
adrenalin produced, stagefright can 
be successfully controlled. 

Serious Stuff 
It may seem perverse that the thing 

we love to do the most would fill us 
with fear and trigger the fight or flight 
response. Yet the response is easily 
explainable. All fear comes from our 
investing the performing experience 
with too much meaning, or from tak
ing it too seriously. 

Society conditions us to take our 
endeavors seriously and teaches us to 
work hard to achieve our goals. This 
linear, "left brain" attitude is defi
nitely appropriate to the study of 
music and one's instrument, but it is 
inappropriate to creative performance. 
Performance requires an off-handed, 
carefree, and playful" right brain'' state 
of mind. Goal orientation will create 
the possibility that one's goals may 
not be achieved. This possibility is 
enough to strike fear in the heart of 
the performer, creating the threat that 
sets off the stagefright cycle. 

Approaching performance with ex
pectations of rewards ( such as physi
cal or emotional excitement and audi
ence approval) is another barrier to 
creativity. The performer can become 
overly concerned with how well he or 
she is performing. But because of the 
self involvement of the player in the 
experience, self analysis while play
ing is virtually impossible and is 
nonproductive and self-destructive. 
The performer then risks a labored 
and overstudied performance. 

The excess energy expended in 
trying to swing can also lead to over
exci tement. Swinging has never been 
exactly defined, but an acceptable 
definition might be that the per
former's playing has an emotional 
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quality. That emotional quality is a 
gift you are born with; it cannot be 
acquired but only developed. If you 
have determined that you can swing, 
you should stop trying and begin to 
develop and control this quality, not 
letting it control you. 

It is also important to understand 
the nature of the work a musician 
does while p'erforming. Concentra-· 
tion, not physical labor, is the greatest 
part of the work. Although it may 

• • 
appear passive at times, concentra
tion can be a powerful force. 

LIVING IN HALF-TIME 

The problem of excess excite
ment may be solved by recon

ditioning the player's attitude and 
conception of playing tempo. The 
key to playing up-tempos is to play 
in half-time. 

Events in four-four time occur 
too rapidly to conceive eighth-note 
ideas. Four-four also has a dynamic, 
propulsive quality that tends to get 
the performer overexcited and leads 
to forced, compulsive, or uncon
trolled eighth-note playing. 

The half-time approach can be 
applied to most tempos ( except 
ballads) and, as the subjective half
time tempo is half as fast as the 
four-four tempo, the player has 
twice as much time to conceive 
ideas. He or she is therefore twice 
as relaxed during performance. The 
player is, in effect, conceiving ev
ery tune as a ballad. 

The benefits of this technique 
may be observed by repeating an 
ascending and descending scale pas
sage of eighth notes in four-four, 
tapping your foot on every quarter 
note. Then, without stopping, 
switch to tapping your foot on 
'' one'' and ''three'' of the bar, think
ing of the eighth notes as sixteenth 
notes. It will be useful to think 
over two bar phrases, counting 
every two beats as a quarter note in 
a ballad tempo (see figure). 
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Eighth notes played with afour
f our impetus have a forced, sepa
rated, and overarticulated quality. 
The same eighth-notes played with 
a sixteenth-note, half-time impe
tt1s have a smooth, legato, phrase
like quality. From time to time, 
you may switch back to four-four 
playing for the sake of rhythmic 
variety or to add extra propulsive
ness to a line. 

There are two potential hazards 
to playing in half-time. First, you 
must be able to hear the passage of 
chord changes as they progress 
through a tune in four-£ our whtle 
conceiving in half-time without 
doubling the length of the chords. 
Se,cond, you must avoid the ten
dency to play behind the beat-a 
common problem when learning 
the technique. 

After you get a feel for life in 
half-time, review your repertoire 
and replay all the tunes with the 
half-time concept. As a means of 
altering your conception of time, 
also try playing a ballad, improvis
ing double-time lines and then, 
without breaking the tempo, switch 
to a blues in four-four while hold
ing onto the half-time feeling. 

All practicing should be done in 
half-time and all eighth-note lines 
should now be considered six
teenth-note lines in half-time. 
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l,1llL'ti "~),, cl1i11g <.1tl('\t'lt" tl1.1t 111 .. 111)1 

}1,1\ l' f )llll(i l'tft'('{l\ l' ft)l Lit\ l'\(\Ilg .l 

r)et ft)l 111,llll'l' t)f (.)\ Cl ·llllf)l)l"(.lllCl'. 

I'l1l'Se f)'' t'l1 <.)Ut .1rc 11c)11 ll)gic,1l, ",1s 

if" .1tt1tutic .. tl1Jt '" ork be t \vitl1ir1 the 
tl11ec l1our pre cdi11g pcrfor111a11 c. 

l .. l1e f 11 t clpproacl1 ould be called 
tl1c"Ido11'tcc.1re"p )Ch-out. tartb 
--011, i11 ing ) our elf tl1at .. ou don't 
--are how } ou ound and that ) ou 
don't are wh,1t other mu ician in the 
band think of )'Our playing. Extend 
the thought to the audience and the 
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I I l 111l t ·1. l{c l 1 11i1c tl,c ,\ll tl1tll tu 
,, , ~,I 111\t l c tl1c1 111 tl1 • f 11 t ~ l.1 c • 

I" l J I l' d I LI 11 't ) I k C ll U I J I .1 111 g l 11 f 

LI s • l I 1 .1 t l I • l l l I g I 1 t .1 s l 11 • l a s I t t u r 
sl:lf 'l 11fi lc11 '. i\ltcr 11,1 li i11g tl11 

.1ttitL1tl~, l)lJ\11 l cgi11 tu tlJ 11c.lacl1 tl1c 
stt1gr i11 .1 ,1l111c1 st.1tc ell 111i11<.I. 

)tl1er1,s ~I, <>t1tstl1.1t 111, \ "'f<1L111d 

stltlcs~lt1I ,ll"l' "tl1e C<.J 111i~ i11 ig11ili 
l .111 "e tll it ,111" ,111tl tl1 "I '111 lt>t.11, 

l) ( r C c. l \ \' i l I l J) I .1 r i I l g ,, 11 ~ )' I l - ( ) ll l s • ,. l ~ I 1 C 

i11tl1, 1tlt1.1l t,111 cre.1tc <>r 111<>tiif , ,111\' 
" 

,lJ)l)I <).1cl1 t<) fit l1is <>r lier l ers<>11,1I '· 

'I l1t' l'\t,1l)lisl1111l'Ilt <.)f .1 cre.1ti\ 1Cl\' 
" 

l{)ll<.ill(l\ C f)l1\ ~ll,ll, C:Ill()ti<>ll,11, S<.} i.11, 
.111<.i r11u~1<..1l c11,1 1r<)11111l'Jlt sl1<)Ulc.l l)e 
Cl)ll~ic.ict elf a 111.lj()l g<.>,11 c>f ~lfl .1rtist. 
l) .. 111\ ~1cti,lit1<.~s sl1c.lulc.f be c.lccidcd 

olcl)' ()11 the bc1si ()f \lv l1ctl1c1 tlle}' .. 1rc 

goi11g to c11l1ance tl1e abiltt\ to pcr
forn1. Phy ical acti icy before a11d 
during pertorma11cc hould be 1nini
r11i?ed to cl oid tre and fatigue. 
Mental acti ity hould be kept light 
and un tudied (a en e of humor 1 

alway helpful). Emotional activity 
hould be low key. 
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·111111, tl1 Llf t 111111 • I r <Jr r11111 • 

\ l t l1 C l Ll f I I ' 11 t l: \ I(.; 111 111 l l t 1 11. 

I 11 , ~ C C I ' I s I 1 I I 111 , d ~ l l 

C LI I \ C l 11 ,1 l I :) (1 k 11 • l 1 0 I li ll I 11 ' l I 

f I Ill a 11 C. t I. 11 I C LI I \ • ti . C 11 lt r J 

1 d I a ft c I l e I t l 1 111 a 11 c . 11 ct J c l u 11 t 
f () r t 11 C u I (, s 11111 g n t 11 at 111 t J It ( r ,,, 

er s e r' ., ic11cc. It is ftcr1 l1cl1 Lil t( 

t. kc. 11 l bcf~ re J c1 fc,rr 1ir1g, 111tc1 

t llJ)ti11g tl1c t .. gcfrigl1t ur vc. 
'"J 11 c cl e \'el J 111e11 l o c (j I 111 d 1 

r,.1ssio11,1te, ~ 11cl 1)1<1 y ul Piro, cl1 
t<>\\'.lfll >11e's ir1 trt1111c11t, 11d (Jcr-fc r,11 

,lflCC will l1clr> i11 ,1cl1icvi11' , 1111 11 
clegrcc <Jf crc,1tivit '· ,.]"'l1e iclc, i to l c 
ex c i t i r 1 g, r1 c> t c x c i t e cl . 

I r11 I) r o v i s i r1 g s h <Ju 1 d l e f u , 1 , 11 d 
ca~ 1

• We CJr1ly n1ake it c.1iffictJlt f r 

our\ c Iv cs. W h c 11 \' c> u }1 av c bee 11 u c d 
" 

to W<)rkir1g 1v'cry h, rd·, it rnay l1e cliffi-
cult getting u "ed t<) playi11g bei 11g e ., y. 

tudc11t · of ten corn pl, ir1 when fir t 

learning to relax and pla)' in half-tin1e 
that thcv d(1n,t feel like they're doing 
anything. That, I tell then1, i tl1c way 
it' uppo ed to feel. I 

e 
Music Study Publications 

Guide to lmrovisation/LaPorta 
C Book (treble clef) 50488906 $12 95 
C Book (bass clef) 50449940 $12 95 
B-flat Book 50449950 $12 95 
E-flat Book 50449960 $12 95 

Technique for the Saxophone/Viola 
Scale Studies 50449820 $10 95 
Chord Studies 50449830 $10 95 
Rhythm Studies 50449840 $10.95 

Improvisation for Saxophone/McGhee 
50449860 $1 0. 95 

Reading Contemporary Electric Bass 
Rhythms/Appleman 50449770 $1095 

Now available from your local music dealer; 
or, enclose payment with order plus $2 00 

handling charge and write 

Hal leanard 
Publishing 

® Corporation 
P.O. Box 13819, Dept. BAT 1 

Milwaukee, WI 53213 
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Digital music workstations as 
creative classroom tools 

by David 

S. Mash 

Summer 1989 

ince the introduction of MIDI 
in 1983, there has been an in
credible explosion in the availa

bility of high powered, low cost music 
synthesis systems. These systems al
low musicians to control the final 
product of their musical creativity to 
a degree never before known in the 
history of music. Live performance, 
composition, production, and all 
applications of these fields have 
changed rapidly as new technologies 
affect the way in which musicians 
think and work to make music. 

The typical scenario is now all too 
familiar: A single musician working 
at a computer connected to an array 
of MIDI-controlled synthesizers 
composes, arranges, performs, and 
records complete musical productions 
ranging from pop tunes to complete 
scores for film and television. The 
effect this is having on the prof es
sional music scene is obvious, and 
raises many questions about the fu
ture of the music profession. It can
not be denied, however, that the tech
nology is here to stay, that people are 

David S. Mash '76 is chairman of 
Berklee 's Music Synthesis Department 
as well as an active composer and a 
professional consultant for developers 
of advanced music products. 

David Mash (left): 
As new technolo
gies change how 
people make mu
sic, educators 
must reeva I uate 
what and how 
they teach. 

using it to their advantage, and tl1at it 
will change the future of music and 
music education. 

As new technologies change how 
people make music, educators must 
reevaluate wl1at they teach, and more 
importantly how they teach. Students 
must be prepared to meet the techni
cal and musical challenges of making 
music in this new age of high-tech 
production. Today, a single musician 
is able to create full artistic produc
tions. There£ ore, each musician re-
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llL111 c~ ,1 l c 1111 lctt' ka1l , ledge l i 
( 111} (>!\l(ll 11, ,ll l.'.'\tlgltlg, lll )1 'Sll.l 

l l t> 11, J C I f () I 111,111 , ", ,11 l ti } I l l l I LI ( l i < 11 

t l"l111i,1t1cs. ~l"l1csc 11~,, lC\."l111t.>lllgits 

l () 11') l s i Ill I) 1 i I ' l 1 l {' 111 ll s i C 11 l ,l I i Ilg 

F'l\lt"t~ss; tilt\ si1111 I, ,,i,~ tilt' lllll~i 

l'i,111 Ill( ll l' ('()tlt 1 (.)1, fl l 1)l_)\\ l'I \)\ Cl l lit 

J'll)tl:'SS tll,lll t\tt" l1t: ()l"t. 

111 t.lr lcr tt.) 111t·c-t tl1r 11r,, tlt·111.111<.l 

i11tt<.)tllltC' I l,, 11igl1 ll'tlltl()l()g)', Slll

tlt 11t~ 111t1,t lt·.1r11 111,)1 c .1l,,>t1t 111t1sit 

l)t)tl1 i11 'l'-)J't' .111<.l tlt'J)tl1. ·1~1,1" c.111" 
t t)t tlt·, t·lc.)J)t11g ,, .1,, t<) ,Ill clt·1.1tt· 

lt-.1r11111g, ,l1<.)tlt't1111g tl1c t111ll' t1l'tl'\ 

,., .. ,, tc.) tll.l\(l'l (l't t,1i11 ,kill,. l·c.)t l1 llt1 ., 
l ,lt<.)t ,, f 111<.i 111g lll'\\' .111<.i Cl l',1(1\ l' llll'tl1-

(.)(.i \ ft)t i11c1c.1,111g tl1t· cffcct1, t'11c,, l)f 
t('.1(·11111~~ 1, .11,, .1, tl1c g1 e.1tc t ,}1al
lt'11gt'. l~l)l tt111.1tel,,, tl1c, er, tccl1r1c)l 
<.)g, tl1.1t ~1rl)<.it1cc tl1e 11eec.i for ~,eccl· 
c1 .1tcd lcl1111111g, .. 11 o J)r<.)\ idc tl1c tool 
tc.1 tc.1cl1 r11l)rc cffccri, el,, . 

• 

"l l-1 C 11 f \ I, ,1 l I l \\ s l 11 .,, t.:I I 

lctll 11 i 11g }ll tl c,s is tl1 ' t 1111c l,1g l c 

t, t' 11 tl1ct, .111 I .:lJ>l 11 atIc 11. 11 

i11tc1 ,, ti, c tc.1 l1111g/lca111irlg ~11\ 11 >11 

111 11 t ,,, I 1 i 11 a 11 < > \\' s t c ,1 l1 c I s t t cl · 111 

< ) 11 st r,, t c t e "'I 111 it. I LI cs i 11 1 •• 1 I ti , 11 c t) I, cs 

tl1is J'l"<llllt'lll. SLtl 11 , t1 c11,1 i1 < 11111c11t, 

rc.:.lllll clc tl"<ltlit.11)', i tltl\ J)( s il>lc 

tl1rtlt1gl1 111)(, <.tl11111t1tcrs ,111(.J 1 11 

tl1t·,11t1 s ... 1'1

l1cst: S)'stt'111s .1rc cl1.111g

i11g tl1e llirc ti( 11 <)f tilt' 111t1si ir1<.lus

t t , , l 1 t I t t I 1 l ), 111 t I s t l 1 t' , 1 I) l) I I l' t I c < > r -
t t'<.. ti,, tel t11st1rt· tl1.1t tra<.litt(lt1,1l r11L1si-., 

<.:,1I ,,t1lt1c\ .11c 11<.lt l<>"t l<) tl1e tccl1r1f)-

l<.)gic.1I \cc.ft1ct1c)11 ()i 111L1sic stu<.le11ts. 

Background 
Most 1nu ic tcacl1cr'> ,1rc..· f an1ili,1r 

, itl1 tl1c u c of cl,1 roon1 teaching 
aid . r-:cw well equipped clas ro()015 
do 11ot ha\ e a pia110, 01nc f or111 t)f 
n1u ic playback tern ( tereo ), and 

IN THE CLASSROOM 

The digital rnu ic work cation ha 
dozen of application in the 

cla room environment. With the 
de ribed work tation running 
Perform r oftware, an in tructor 
and mon crate a number of ub-

ject ranging from compo ition, 

timbre, the in tructor can demon
trace ariou form of motivic de
elopment. Inver ion, aug1nenta

tion, diminution, and tran po i
tion are ju ta few of the technique 
that can be demon crated and per
formed in tantly. 

Change Windows 
arranging, and 
or he tration 
to perform
ance and ear 

BLUES I NRUY GREE Seq-I 

l) <] □ C> ~~ ~ 2 
Conductor 

• • 
tra1n1ng. A 
typical e ion 
might go a 
follow : 

Metronome 

I?; ► MS BACKGROUND 
I?; ► Ml CHANGES 
I?; ► M6 VIBES 
I?; ► M7 EL PIANO 
I?; ► M2 B ASSLINE 
I?; ► MIS DRUMS 
I?; ► Ml 4 CONGAS 
I?; ► MIO GUITAR 
~ ► MIS k.l(;K & SNARE 
I?; ► M15 HAT 
~ ► MIS CYMBALS 

HUSUU UO 

The teacher 
enter a hort 
mu i al motif 
into the e-

~lt> 1111000 INTRO 
5111000 A 

• 

quencer u 1ng g 92 0 bpm I (am9) 
( Auto ) 

17111000 B 
291 I 1000 SOLO 1 
41111000 SOL02 
53111000 DS 

the Kurzweil 
Grand Piano A typical screen from the Performer sequencing program. 
ound. By 

changing keyboard etup in real 
time a the equence (motif) i play
ing back, the cla s can audition a 
number of po ible orche tration . 

ompari on between the piano 
ound and othcrorche tral timbre 

can be made, and mu ical deci ion 
rea hed. Thi , alone, i a powerful 
ear training and orche tration tool. 

Once student elect the de ired 
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Through the imple Macinto h 
convention of copying and pa t
ing, the motif al o may be repeated 
for o tinati or anon, or for more 
complex formal organization. Each 
time a technique i introduced, the 
tudent can hear the re ult. Aural 

feedback in chi interactive envi
ronment i the key to ignificant 
tudent progre . 

) 11 l fl I Ill l) f ' It 111 tt I ( ( l t I 1 

( I, ,l I kl l (. l I d I l i l I l) I 11 l I ~11 

J 'l:ll I). 11, ' ' t l ,l l1,1 (.:{)(11 

<. 11 I l1tllt:lr c t<.1 111 t 1 11 ·r , 111 I 1 

lt111g list of 1111t 1111 lllli 111ctl1(l it,lc 
gi "S 11,1 c l,c ·11 clc, ltlJ ·d ft r tl1 c 
t fJ"'S <.ft '.:l l11r1 c11, 11 >11111c11t 

'J'l1c J > 1t1vc ( ,..,eels lf tl1c u · >f 
t I• c c s tc 111 l1 a c I ., 11 , l ·c 11 l1, 1 

()Lis. o, t 11, l,a c tl1c 11 ·gt t1 ·s. f'l1c 
J) i .1 , i Cl i s a ,v o 11 d c 1 t u l 111 t c t • c t 1 \ c t > <. I 
J < > J' l Ca C I, j I 1 g l CC, LI C t l, C t C I, C I c cl 11 

sir1111ly it clo,v11 , 11d ()Ct ( 1111 ex 
.11111)lcs at \viii for stL1clc11t . 11 we\ er 
tl1e ()i,111,l <lllllll is 11 t tiital le f<.lt all 

11t·ccss,1r)' ,1111)lic" tio11 • 

l~<>r cx .. 111111lc ,1 teacl1cr an c.ic111 
<>r1 'tr.,tc .1 ~11e it ic V<Ji i11g tccl111ig uc 
f < > r l) i g l), r1 <.l l) )' p I a}' i 11 g a I cc i f i c 
cl1<)r<.l \Viti, ,1 \1 t1riet)' of,, ici11g t ,I c . 
'"l"'hrc)ugl1 tl1is J)r<>cess, h wcvcr, all 
the '>tuc.icr1t rcc'-'.i,,cs i ,1 ,e11era]izcd 

i111pre~s1011 <)f the chl)rd( I cl1ar,1cter-
1 tics. The ou nd c>f the cl1<Jrd ,, ici 11g 
1 vcr)r d1f f crc11 t \Vhen p la yecl b)' the 
intended instrumcntation. l .. l1i i >ne 
e ample of the dela)' tir11 bt:twcc11 
learning and a(tual pr,1cticaJ e "peri
ence. The tudcnt rnu 't e., J)erin1e11t 
with \.Vriting the voicing, the11 \vait to 
hear them perforn1cd b)' tl1e correct 
in trumentation to con1plete the de-
ired learning C)'Clc. 

The pla1 back 'r tern i c>f ten 
employed in the abO\'e teachi 11g e~ -
ample to allow tudent the opportu
nit)' to hear recorded e ample of each 
technique. The problem i that thi 
type of y tern i not 1n terac t1 \1e. ']~he 
teacher mu t earch ahead of time for 
appropriate example , and the tu
dent mu t Ii ten attentt\'Cl\ 1 t<.) di -

.; 

cern the exact location of the ·pc ific 
voicing. Man 1 teacher u e pro1ec.tcd 
core to addre thi problem, point

ing to the pecific exan1ple a it i-
pla)~ed. But till, the pro(e ca11 be 
cumber ome. 

New Teaching Aids 
ew technologie can sol\e many 

of the e problem through their inte
gration and \·er atilit)'· The immedi
ac}· of the piano combined with the 
onic capabilitie of a tereo pla1,back 
v tern coupled with projection tool 

i now po ible in an integrated com
puter/MIDI/ ynthe izer teaching 
environment. Thi t}·pe of work ca
tion capitalize on the strength of 
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previous systems while solving some 
of the inherent problems. 

A teaching station comprising a 
computer, synthesizer, and projector 
can serve educators in multiple 
ways-as an interactive teaching sta
tion for class work, a self-paced learn
ing environment for individual study, 
and a desktop publishing center for 
preparation of teaching materials. 
Available hardware and software are 
quite extensive. An effective choice 
requires some careful planning to 
maximize efficiency and minimize in
compatibilities. In any situation, the 
teacher ( or school administrator) must 
first define the specific goals and needs 
of the curriculum, and then evaluate 
the proper hardware and software. 

The Berklee Approach 
Our goals at Berklee were to cre

ate a station that could effectively 
serve all the functions mentioned 
above. We also felt that the worksta
tion should be simple to operate, al
lowing faculty and students to spend 
the bulk of their time working on 
music, not learning how to use the 

• 
station. 

In selecting the computer, we 
considered ease of use, graphics capa
bilities, MID I compatibility, and soft
ware availability. The Macintosh Plus 
computer offered the most intuitive 
user interface and a welcome consis
tency of style between the many soft
ware applications. We then modified 
the computer slightly to allow for the 
connection of a large-screen projec
tion device. 

For the synthesizer portion of the 
station, we selected the Kurzweil 250 
Digital Sampling Synthesizer for its 
overall sound quality, the availability 
of large numbers of instrumental 
sounds stored in permanent, non
erasable memory, and the ability to 
instantly change between those 
sounds.We also added a full range of 
sound reinforcement devices, consid
ering such factors as room size and 
required volume level. 

A wide range of software is avail
able for the Macintosh-from desk
top publishing packages (for materi
als preparation) to music productiv
ity software. For Berklee's specific 
needs, software for MIDI sequencing 
(storing musical performance data), 
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IN THE STUDENT LAB 

Digital music workstations are 
also invaluable tools for indi

vidual study. 
For example, using Performer, 

an instructor can record an entire 
rhythm section for a piece of mu
sic. Students can then use the sta-

• • • cc • • 
t1on as an interactive music minus 
one'' environmentforstudyingim
provisation. If the changes are too 
difficult at first, the student can 
slow the tempo. (Because the se
quence is a MIDI data record of 
the instructor's performance, and 
not sound itself, slowing the per
formance has no effect on pitch.) 
Once comfortable at a slow tempo, 
the student can then increase the 
tempo at will to achieve higher 
degrees of competency. When the 

music notation, word processing, and 
graphics were selected. Mark of the 
Unicorn's Performer sequencer and 
Professional Composer notation 
package offered the functionality, in
tuitive interfaces, and file format com
patibility we required. We also se
lected MacWrite and MacDraw for 
word processing and graphics. Liv
ing Videotext's MORE desktop pres
entation software provided the nec
essary materials preparation. 

Benefits 
The benefits of the digital music 

workstation are vast and various. In 
the classroom environment, instruc
tors can instantly demonstrate visu
ally and musically each desired con
cept. In the student lab, students can 
progress at their own speeds, and 
explore the cliff erent aspects of music 
much more easily. Before classes 
begin, instructors can create high
quality instructional material and 
workbooks using the system's desk
top publishing capabilities. In each 
function, the computer's intuitive 
controls and understandable interface 
allow for a surprisingly short learn-
• 
ing curve. 

Most importantly, no part of the 
workstation I've described is custom
made. The entire system is built from 
off-the-shelf materials that anyone can 

piece is mastered in the given key, 
the transpose command instantly 
changes the key of the exercise. 

In this way, the student can work 
at his or her own speed to learn 
performance skills. Moreover, 
when a student has mastered a 
piece, he or she may print out the 
performance through the Prof es
sional Composer file transfer, al
lowing for more in-depth evalu
ation of each per£ ormance. 

Finally, the student may select 
cliff erent parts to per£ orm, moving 
easily between the solo, bass line, 
changes, or even the drum part. 
The choice is made on the spot by 
the student. The station provides 
the learning environment to sup
port the exploration. 

purchase in most music stores and 
computer shops. Furthermore, •soft
ware already exists to meet all of the 
needs addressed-none have to be 
developed by the educator . 

The cost of a station of the type 
described here is roughly the same as 
the cost of a small grand piano. Main
tenance costs are substantially less 
than those for a quality piano and the 
reliability is high. 

Of course, hardware and software 
are only half of the story. Effective 
use of digital music workstations 
requires rigorous faculty development 
programs, self-motivated faculty 
members, supportive administrators, 
and a strong desire and commitment 
to the improvement of educational 
delivery systems. 

At Berklee, we are lucky enough 
to have a dedicated faculty, staff, and 
administration that meet all these 
requirements. If the desire, commit
ment, and resources are present in 
other institutions, these new tech
nologies are sure to become the stimu
lating, interactive classroom tools of 
the future. 

Reprinted from the Jazz Educators 
Journal, Volume XX!, No. 3, the offi
cial publication of the National Asso
ciation of Jazz Educators, Box 724, 
Manhattan, KS 66502. 
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Compiled by 

Chika Okamoto 

Randall Rumage '80 served 
as music supervisor for the 
six-hour mini-series Around 
the World in 80 Days, star
ring Pierce Brosnan, which 
aired last March on NBC. 
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Berklee today 

\\ l .. lc<.)111c t() tl1c f 11 ~t cdi
ti()tl t)f HA lt1111 11otc~.,, ( )u r 
tl1clllk t() C Cl)'0(1C \: l1l) 

' 

c 11 t i 11 t l 1 c i r A 1 u n111 i Sur\ c y 
or general 11ew t)f their 
whereabout . l11formati<.)n 
that ,1rri ed too late for our 
premier hould appear in 
future i ue . If you mi cd 
the urvey the fir t time 
around, or if there' ome
thing new you'd like to 
hare, plea e fill out and 
end in the form on page 29. 

Your cla mates, friend , 
and peer would love to 
know what you're doing. 

Wayne Andre '50 is l)resi
tf c 11 t <.) I W ,1 \ 11 e 1 LI 'i c < > r l). 
I-l1"' tr()111b<)r1e f)l(1yi11g c,1r1 
be heartf c)n I· r~1nk ~1 na tra,, 

L.A. Is Jvf), l ad;1 (1)r(>tf uccd 
b Quine} Jone '51 ), c>r1 

the new recording b\ 
tephanic aka 1an with 

Phil Wood , and 1n a recent 
AT&T commercial entitled 
"Getting entimental." 

Bob Cary '61 i a trumpet 
player/bandleader/ com 
po er/arranger around the 
Toronto area and ha 
worked a a movie extra in 

everal Toronto-ba ed 
film . 

Martin Gilman '68 i chair
man of the Oxford High 
School mu ic department in 
Oxford, MA, and lead the 
Marty Gilman Band. 

Elliot "Lee" Childs '70 , 
who now live in Denni , 
MA, lead the Bourbon 
Street Parader . Child al o 
performed with the Old 
Jazz Band of Bo ton in 
concert and lecture 
throughout ew England. 

Harvie Swartz '70 relea ed 
hi fourth album with hi 
group, the Urban Earth, in 
1988 (It's About Tzme, 
GAIA). The ba i t' fifth 
relea e is lated for thi fall. 

Jodi Glass '72 manage 
and ing with the Rhode 
I land Femini t Choru 
which perform in and 
around the Providence area. 

Tony Lada '72, an a soci
ate prof e or at Berklee, re
cently relea ed an album 
entitled The Very Thought 

<J f }7 o ti ( S l ct l i n g B c 11 }{ c 
l>rcl ) wl1ich w.. 11 l111i11, tcd 
f <) r c> tt ts t.. 11 cl i 11 g j a z z I bu 111 

ct tl1e l98t) I~ st >n 1lu i 
Aw~1rds. 

Michael Sansonia ·73 
<)wr1 t'111d <)1)er .. 1tes .... 1nso11i 

Mu ic, an in(! u trial 111 u ic 
prt)d ucti<>n l1<>use i 11 tw 
York· ( 1ty. I le alsl) erved 
a a musical director f c>r tl1e 

ational L, mpo<.)r1, C<)or
dinating revue', video,, ,111d 

tele\ i ion pccial . 
Keith W. Warren '73 i a11 

arranger for Mu 1c )ITI-

pan}~ Ore he tra 1n cw 
York, and i a guitari t with 
everal band , including 

«The Aegean ound . " 
Warren live in chencc
tady, Y. 

RobMounsey'74 i pre i 
dent of a mu ic production 
company, Flying Monke)' 
Inc., and compo e , pro
duce , and perform in the 

ew York area. He cored 
the mu ic for the film Work
zn g Gzrl, co-produced 
Eddie Daniel ' Blackwood 
for GRP, and co-produced 
Bill Gable' There Were 
zgns for Private Music. 

Victor Salvo '74 live in 
Paphos, Cypru , and i an 
in tructor of piano and 
ynthesizer at the Greek 

Con ervator}·· Salv·o is also 
• • • • 

an active touring mus1c1an, 
recent!}~ performing at the 
Jazzhau in Freiburg, West 
Germany. 

Kim Allan Cissec '75 is an 
active tudio trombonist/ 
composer. She played on 
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the song "You Can Call Me 
Al" from Paul Simon's 
Graceland album as well as 
on television and radio ads 
for many major companies 
(Toyota, Burger King, etc.). 
Cissec also composed a 
score for an R.J. Reynolds 
Nabisco ind us trial film. She 
lives in Hoboken, NJ. 

Mary M. Morgan '75 is a 
professional pianist/vocal
ist and has worked with the 
Joan Rivers show. She cur
rently performs in and 
around the Boston area 
where a few of her original 
songs have been broadcast 
on WBCN. 

Tiger Okoshi '75 recently 
released Face to Face, his 
third CD for the JVC label 
in Japan ( distrubuted by 
GRP in the U.S.). He is 
touring Japan in June, July, 
and November of this year. 
He lives in Needham, MA. 

Joel M. Shaw '75 is presi
dent of JMS, Inc., a leather 
products company which 
manufactures a line of 
leather gig bags for wind, 
brass, and percussion in
struments. Shaw lives in 
Brookline, MA. 

Scott Cleveland '76 is a 
teacher/composer in Bev
erly, MA. He has released 
two albums (Waiting for 
Reality in 1984 and High 
Windows in 1987) on his 
own label, QBF Records. 
Cleveland is currently 
working on his third release. 

James Earl '76 was rec
ognized as an c,U nknown 
Great" by bassist Stanley 
Clarke in the March 1989 
issue of Guitar Player. Earl, 
an outstanding six-string 
bass player, has worked 
with Clarke, as well as with 
the Crusaders, Angela 
Bofill, and Gato Barbieri. 

Richard Garvin '76 is a 
music teacher in the Spring
field, MA, public schools 
and directs the Springfield 
junior high school march
ing band. 
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ALUMNI NEWS 

Howard (right) with President Berk 

Jim Howard Receives Distinguished 
Alumnus Award 

During the 1989 MusicFest Canada 
celebrations, President Lee Eliot Berk 
presented the Distinguished Alumnus 
Award to Jim Howard '73, executive 
director of MusicFest Canada and na
tional coordinator of MusicFest U.S.A. 

Howard graduated from Berklee with 
a Professional Diploma in Arranging 
and Composition in 1973. Following 
graduation, he stayed on at the college as 
an administrative assistant, supervisor 
of the Instrumental Performance Mate
rials Library, and later as a teacher of 
harmony, improvisation, ear training, 
and ensemble. After leaving Berklee, 
Howard further distinguished himself 
as an inspired educator, author, per
former, assistant producer of television, 
and coordinator of student stage band 
events throughout Canada and the 
United States, most notably the Mu
sicFest celebrations. 

MusicFest Canada-and its compan
ion MusicFest U .. S.A-annually draws 
together thousands of participating 
music students and band directors in 
performances, adjucations, and clinics, 
designed to promote, recognize, and 
nurture the art of jazz. Howard devoted 
countless hours of travel, discussion, 
phone work, and support-raising to 
transform the MusicFest dream into a 
successful reality. 

"I am overwhelmed," said Howard 
about the presentation. "This award 
represents a relationship that I have 
cherished from the moment I stepped 
through the doors on Boylston Street, 
heard Mike Rendish's first Harmony 
101 lecture, and said to myself, 'Finally, 
a school that teaches useful music."' 

Here, There, and Everywhere 
Alumni all over North America 

have been corning together at Berklee
sponsored reunions at major music 
industry conventions. In February, 
alumni gathered in Nashville at the 
NSAI Songwriters Conference. In 
March, New England area alumni met 
at the Music Educators National 
Conference. In April, the gathering 
was in Philadelphia at MusicFest 
U.S.A., and in May, alumni gathered 
in Toronto at MusicFest Canada. 

In all locations, Berklee faculty and 
staff were on hand to greet alumni, 
bring them up-to-date on campus 
activities, and learn just how well our 
alumni are doing in their professional 
careers. Most importantly, alumni met 
each other-renewing contact with old 
friends, making new ones, and dis
covering ways they could work with 
and help each other. 

The Office of Development hop~s 
to host more receptions and begin 
forming alumni clubs in major cities. 
In order to be included, all alumni , 

should make sure that their addresses 
are current so that they will be invited 
to future events in their area. 

Chuck Butler Keys in to Keyboard 
The phone conversation between 

Chuck Butler '87 and Keyboard maga
zine sounded a bit like a bizarre comedy 

• 
routine: 

Keyboard: You're the Fourth An
nual Reader Soundpage winner. 

Butler: No, I'm not. 
Keyboard: Yes, you are. This is Jim 

Aikin from Keyboard. 
Butler: No, you're not. 
When the disbelief cleared, Chuck 

Butler was, indeed, the winner of Key
board's competitive Fourth Annual 
Reader Soundpage Contest. The spoils 
of the contest were a four-page article in 
the March 1989 issue and a Keyboard 
soundpage·-a playable floppy vinyl 
'' record "-containing '' Quatro," But
ler's entry. 

Butler is currently director of music 
production at Baker Sound Studios in 
Philadelphia. He also writes and re
cords jingles for radio and television 
advertisements. 
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1""{)1" Zl1t1, .1, \\ l·ll htl()\\ 11 ll) l1i-
llt st' lt,tl tll't, .1, l.1llt)t111.1 is t<) 

t\111\'t 1 .111,, tl1c t1111i11~ l()ttltl tl()l 

11.1, l' l)l't'll l)l'lll'I". 

1\t tt·t ,l1t· gr.1lit1.1tl'ti 111 1,1)1 fr()t11 

l~t·t kll't', Zl1t1 tt'tt1r11ec.i tt) l~l'tJi11g 

f t)t ~1 'l 111111,ltlc.i i1e1 f t)l 111,111Cl', (() ,1 

(. l1i11~1 tl1.1t 11.1, ()rc11ec.i lt\ C,ll ~ t() 

i11flttt't1cc ()f T.11,, .111 .111c.i l-ll)t1g Kor1g 
f1t)~) .111ti 111cr1c.11110 ,k 111u 1c. 

" (.)\\, 11 ir1~1 1 big ,111d ope 11. 
P<.)~1u l,1r 111 u 'IC i the 1110 t i11 te re t · 
1ng for tl1c l1i11c c people, the arc 
.. r .11 , tor it, ,, Z 11 u a)' . " I an1 the 
tir t to tud,· it here. In hina, I wa ,, 

.1 f,1111ou ing r, but I didn't ha ea 
ba i mu ic edu ation. Ju t being 
fan1ou wa no u e to me. I wanted 
a real knowledge." 

Zhu, a pretty, lender woman 
with a Ii l)r gleam in her eye , look 
no older than her mid-20 . he i 39, 
the mother of a 15-year-old on, 

Andrea Louise Jackson 
'76 live in Guanajuato, 
Mexico, where he i a is
tant principal ba i t with 
the Orque ta Sinfonica de 
la Universidad to Gua
najuato. Jack on al oho t 
a jazz radio program for the 

• • 
tate government tat1on 1x 

night each week. 

MING YING ZHU '89 
111 11 t u 11 J I t I rt 111 11 a, l u Ju t 
l CI I Ill. 

,. 

Zl1t1 1 ctur 11 cl t Be1J111, tt rv 1 

Ju11 • sc lot lcv1 d 11c ·1 111 tl1 · 

a J) it a I s I 0, 000 at r cat 11 a 11 11 
i s a I o JJ I , 11111 11 < w I Id c 11 r 

t > ti 1 , 11 LI , 11 e r c 11 li 1 11 g. 
"1 I .,fJII\ w, Jlt t I 1111g J Z'/ t 

l1i11( '' Zl,u s • "I l1c ot111g 

J c<>J)le lo c tl1c j zz ti1c l, ·fJ r 11 

J> A • 11 c I i c ( 1 11 r e r cl . l LI t }1 1 11 " 11 a s 

a11c.i ~he h<1 bcer1 perf()rr11i11g oriental 
~011g <111d da11ce for 26 c<1r . 

Man} hi11c c hou cl1old O\vn 
Zhu, eight mu ic tape , which have 
old n1ore than 5 million copic and 

earned her government more thar1 $20 
n1illion. The government, in turn, 
pro ided her with a home, furni h
ing , and tipend. It i a celebrity world 
far different than the megabuck life-
tyle of We tern pop tar . 

"In China, if you are f amou , the 
people respect you," Zhu ay . "But 
there i not a lot of money in it. You 
cannot be rich. In China, the govern-

. , 
11{> J,lZZ. 

/l1t1 (.1rc,1111s L>f taki11g c 11c r11 1 e 
t 11 1 11 g 11 c> 111 c w it }1 11 er, b u t f, r }1 e 
l1 .. 1 s b cc 11 u n ,1 b I c t > ,vi r1 }, er g v c r n 
rne11t's pcrr11is io11. It is ar1 111cri 
<-l n l1 .. 111 d. 

" 1 d o 11 ' t t r u · t the }1 i n c c 111 u i -
cian t() back me up. P"l~l,ei r t h-
n1q ue i very g<)(>d becau · tl1e 
have cla 1cal training,n Zl1t1 ays, 
napping her finger with a wi11g 

beat, "but not the f celing." 

Reprinted b)' permission of United 
Press International and jo1,1rnalist 
Ken Franckling. Arranged and co
ordinated by Alma Berk, chief pub
lic affairs officer. 

er , and Pro Mu ici . ar
ne live in Arlington, MA. 

for variou band , and al o 
teache in public chool 
and privately in and around 
Patchogue, Y. 

Russ Hewett '77 opened 
Concept 1 Recording Stu
dio inJ anuary 1989. He live 
in Milo, Maine. 

Robert Cento '78 i a pi
ano teacher who live in 
Walpole, MA. 

Thomas K. Doughan '78 i 
teaching in trumental mu
ic in the Bo ton public 
chool . Doughan live in 

Brookline, MA. 

Leonard Crockett '80 i 
an active producer/writer/ 
arranger for Triad Produc
tion . Crockett produced 
the twelve-inch dance single 
" o More Game '' by Joe 
L. and worked as a pro
ducer/ arranger for L.A. 

Ray E. Rettig '76 i vice 
pre ident and chief engineer 
of otton Hill Studio, Inc. 
He recently completed a 
mu ic ideo for Jay and the 
American , recorded pian
i t J err)- Zimmerman, and 
produced mu ic radio and 
telev 1 ion pot for local 

Andrea Louise Jackson '76 Lynne lvaldi '78 i a manu
facturer, repre entative for 
Encore MKG. She al o 
perform with a mall band 
around Barrington, RI. 

ongwriter teve Lowe. He 
live in Ken ington, CT. 

Tom Maglione '80 work 
in the MIT Electronic Mu
ic tudio a a re earch as
i tant. He is currently de

veloping hardware and oft
ware for an A.E.S. - tandard 
digital audio interface used 
with real-time audio proc
e or and Macintosh com
puter. 

cation and adverti ing 
agenc1e . Rettig live in 
~I e t Berne, Y. 

N. Arnold Worsley Ill '76 
Ii, in Tarboro, , and i 
general manager of Moore
craft Wood Production. 
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Michael Carnes '77 i a 
oftware engineer for Lexi

con and a compo er for 
Tricinium. He ha written 
core for three film and 

ha been commi ion d for 
or ha performed with the 
Pro Arte Orche tra, Alea 
III, ewcomp, Fir t ight, 

ompo er in Red neak-

Jonathan R. Lax '79 pla1· 
trumpet in the Da\ 1e Whit
ney Orche tra and in hi 
own bra quintet, the 
Summit Bra . 

Ralph Reinckens '79 per
form a a drummer, writes 

Stephen M. Raymond '80 
live in Lincoln, RI, and is a 
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distribution manager for the 
Rockport Co. Raymond 
currently performs with the 
Chauney Swing Band. 

Gary Wittner '80 is a gui
tar instructor and lecturer 
of Jazz and Contemporary 
Music Studies at the Uni
versity of Maine, Augusta. 
He received his M.A. in 
Music from Washington 
State University in 1986. 

J.R. Ankney '81 is a choral 
director and chairman of the 
fine arts department of St. 
Edwards School in Vero 
Beach, FL. He also plays 
keyboards with the top-40 
band Flashback, and writes 
and records with vocal 
quintet A Cappella Gold. 

Charles Cocchiaro '81 
performs in the Boston area 
with his twin brother Carl 
in their own band, Cocchi
aro. They have been ac
cepted as ASCAP Music 
Publishers under "Cocchi
aro Music" since 1988. 
Charles lives in North 
Chelmsford, MA. 

Thomas N. Connors '81 is 
a music teacher in Peru 
CentralJr.-Sr. High School 
where his is acting director 
of bands. Conners lives in 
Plattsburgh, NY. 

Jamie G. Parker '81 is 
president of Savior Sound 
Productions, an audio/ 
video production company, 
and Cornerstone Video. He 
plans to open a full 16-track 
analog and MID I studio in 
the Pottsville, PA, area. 

David Thierry '81 is a 
production manager of his 
own company, K-Vox, and 
also is a composer and pro
ducer. He is currently pro
ducing a catalog of back
ground music which will 
be distributed in France, 
Canada, England, Japan, 
USA, Germany, and other 
countries. Thierry lives in 
Ncvilly, France. 

Joe Turley '81 is presi
dent of Turley Music Inc. 
and has toured with Dolly 
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RECORD WATCH 
Berklee alumni are everywhere you 

turn in your local record store. Bruce 
Cockburn '65 recently released his sec
ond solo effort for Gold Castle records, 
Big Circumstance (all of Cockburn's 
back catalog is now also available on 
compact disc). Jane Ira Bloom '72 con
tinues her work with Columbia on Sla
lom, her second solo release. 

Gary Burton '61 released Times Like 
These on GRP this year and recently 
completed work on his next album, 
slated for release early next year. Also 
on GRP is Kevin Eubanks '79 and 
saxophonist Eric Marienthal '79. 
Eubanks' latest, The Searcher, premiered 
in March. Marienthal's solo debut, 
Round Trip, hit the stores in April. 

Drummer Terri Lyne Carrington '83 
has been receiving critic approval for 
her solo effort on Verve, Real Life Story. 
Fellow drummer Will Calhoun '86 has 
also been gaining attention as part of 
Living Colour. The band's first release, 
Vivid, has stirred a lot of interest on 
rock radio. Bassist/vocalist Aimee Mann 
'80 and her group, 'til Tuesday, also en
joyed air-play for their latest release for 
Epic, Everything's Different Now. 

Jazz pianist Garry Dial '74 recorded a 
duo album with saxophonist Dick Oatts 
entitled Dial and Oatts, released on 
DMP. Laszlo Gardony '87 led his own 
group on Secrets, released on Island's 
Antilles label. Saxophonist Greg Osby '83 
also led a band for JMT records on 
Mindgames. Guitarist John Scofield '73 
offered several live recordings of his 

Eric Marienthal '79 debuts on GRP 

better-known material on Pick Hits Live 
for Gramavision. Guitarist Melissa Eth
eridge '80 offered a strong debut with 
her self-titled solo release on Island. 

Full Circle's latest, Myth America 
(Columbia), is a veritable who's who in 
Berklee alumni and faculty. Group 
members include Karl Lundeberg '85, 
Russ Gold '77, Terje Gewelt '87, Anders 
Bostrom '89, and vocalist Philip Hamilton 
'83. The' album was produced in Boston 
by Professor of Music Production & 
Engineering Wayne Wadhams and digi
tally mastered by Associate Professor 
of MP&E Robin Coxe-Y eldham. 

If you've released, recorded, pro
duced, or performed on an album, please 
drop us a note or publicity packet at 
Berklee today, Berklee College of Music, 
1140 Boylston Street, Boston, MA 
02215. 

Full Circle (from left): Gold, Hamilton, Lundeberg, Bostrom, Gewelt. 
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,111 ()\ c1 tl1c \\'<.)t lti ,1rc cager to lc,1r11 

111l1rc (1b<.1t1t Bcrklce' c,11eer orie11ted 
cut ri .. ult1111, prote ional facult)', and 
tate-ot tl1e-art f,1cilitie . However, it' 

not alwa,, po ible fore eryone to vi it 
u here in Bo ton. on equently the 
Offi e of Admi ion e tabli hed an 
international network of Berklee Alumni 
Repre entati e known a BAR. Now 
in it enth ear, the BAR program 
ha e tabli hed it elf a a unified group 
of Berklee alumni dedicated to helping 
mu ic tudent learn 
more about Berklee and 

• • 
career 1n mu 1c. 

l~AR f1tt)grar11 S<) ~I)t: i.:1I. 1:<1ch B IZ 
111e111l)cr c;111 relate h1~ <.>r lier <>wr1 I)f<)

f c tonal n1t1 1c e pcr1cr1cc t(1 cacl1 

pre cntation or tiiscu \1011. '"l
1

hrc)ugh 
their high chool visits, BAR r11ernbcrs 
arc able to hear the concern c1f tudcnt 
who are criou ly con idering a career 
in contemporary mu ic. By informing 
the Office of Admi ion of the e tu
dent need , Alumni Rep re entativc arc 
a vital part of the Berklee community. 
Many repre entative find their BAR 
activitie very rewarding, complement
ing their own local music involvement. 

During a typical academic year, BAR 
member chedule vi its at more than 
1000 high chool and participate in 

The e active alumni 
vi it local high chools 

BERKLEE ALUMNI REPRESENTATIVES 

more than 90 pecial 
events. The upshot of 
all this activity: more 
than 8000 tudent 

in their area to meet with mu ic stu
dent , music instructors, and guidance 
coun elor . They also represent the 
college at a variety of college fairs and 
mu ic fe tival . They assist Berklee ad
mi ion taff members at some of the 
large t international professional music 
conference incuding the NAMM how, 
AE , ARM, AJE, a well a Mu-
icFe t U.S.A. and Mu icFest Canada. 

The presence of Alumni Representa
tive at the e event provide high school 
tudent an opportunity to meet with 
omeone who know first hand what it' 

like to attend Berklee. Interested mu ic 
tudent learn about the college from 

the per pective of a fell ow mu ician. 
Alumni in the BAR program come from 
a , a t range of mu ic prof e sion , from 
pr1v ate in tructor to taff ongwriter , 
from prof e ional audio engineer to 
freelance mu ician . The di tinctive 
qualitie each member bring to hi or 
her invol\~ement are what make the 
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musician have per
sonally met with someone who ha 
learned from Berklee' s curriculum, 
played in Berklee' s ensembles, and 
absorbed Berklee' s creative musical 
atmosphere. All alumni selected to 
participate in the program are invited to 
visit Berklee, as our guest, for an inf or
mal orientation se ion in order to di -
cu recent development at the college 
and goal and procedure of BAR. 

In future, "BAR Report,, will offer 
up-date on BAR event and accom
plishment a well a clo e-ups of ome 
of the exceptional individuals now in 
the BAR program. If you are intere ted 
in learning more about the BAR pro
gram, plea e fill out the information 
form on page 29 and check the BAR 
information box. Or you could peak 
to me directly. Feel free to u e the toll
free admi ion number ( 1-800-421-
0084) if available from your calling area. 

-Rich Adams 
Alumni Admissions Coordinator 

tl1 J a1 z/ I [ ttll nt 
1f ti, 
tt r I 11 I Iv (1 

11 't l 11 11d 

11d u tl11 u I 
Lit wl 4 11 l,r1i. 

Rick Ku th '83 c.1w1 Ir 

ot111cl/l lur11 Ir dt1 I [l 

• 11 d 1 ., 11 < t iv , 111 po r / 
l'' rf ,r 111c1. u ·t}1c will be 
r 1e. i11g hi first I E i 
(; 11 rec lrdi11g. 1bra ka 
)Jttlt· tl1i Ju I , . I le I ivcs i11 

D rche ter 1A. 
Pete Prown '83 i 11 

tril)t1ti11) edit r t: r uzlar 
fr>r tlJe J)r,zcti zr1g 1 u i tan 
anc! , f rec1uent ntibut r 
to G 1,1 zt,ir Pl,lyer and Relzx 
magazine . J>rc>wn lives ir1 
Media, PA. 

Lee Satterfield '83 i " taf f 
writer for Picalic/1:. I ir1 

ashville. ~he re or(led 
v o ca I for IJ a c y J . I , Ito n's 
Survzvorand Karen talcy's 
elf-titled album. atterfield 

also co-wrote " heater' 
Moon" which wa.. the 
number one ~ong in ..Jan
ada in January 1988. 

Anthony Carlone '84 i a 
computer drafter for Texa 
In trument . He play with 
the band Young Thunder, 
who e album wa produced 
by Ozzy O borne. Carlone 
currently live in Bri tol, RI. 

Jeff Horney '84 is a mu ic 
teacher in Wilmington 
public school and lives in 
Shirley, MA. 

Ken Fix '84 recently com
pleted the film score for hi 
fir tfeaturefilm,Suds, from 
Montecito Movies. Fix lives 
in orth Hollywood, CA. 

Dan Mockensturm '84 was 
recently hired as a full-time 
instructor at Full Sail Cen
ter for the Recording Arts 
in Alta Monte Springs, FL. 
An instructor in tapeless 
studio techniques, he will 
also provide regional train
ing for New England Digi
tal's Synclavier and Direct
to-Disk systems. 

David Bondelevitch '85 
served as a music editor for 
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the feature film Hollywood 
to Deadwood to be released 
in August '89 by Island 
Pictures. He was also music 
scoring mixer for Monday 
Morning-release date and 
distributor to be deter
mined. Bondelevitch lives 
in Los Angeles, CA. 

John W. Donahoe Jr.'85 is 
president of Rhyme and 
Reason, a commercial 
composition and recording 
company. Donahoe also 
plays saxophone with Bos
ton-based R&B and rock 
band the Front Row. 

Yusuf M. Mardin (a.k.a. 
Joe) '85 is president of Es
sential Productions. As a 
producer I arranger/ pro
grammer he has worked 
with Vanessa Williams, Ju
lia Fordham, Tommy Page, 
Aretha Franklin («Think" 
on Through the Storm), 
Disney, and Ofra Haza on 
her upcoming album. 

Lewis "Skip" Norcott 
chairs the music department 
for the Governor Mifflin 
Public Schools in Pennsyl-

Kathy Heywood '82 

vania. He has also written 
music for the Jacksonville 
Symphony Orchestra in 
Florida, and for several 
commercial jingles. 

Barry Rocklin '85 lives in 
Revere, MA, and is a musi
cal director at theaters in 
New England and Canada. 
This summer he will be hir
ing Dean Ricard '87, David 
Sass '87, and Chris Higgins 
'89 to perform in the or
chestra for Phantom of the 
Opera in Montreal, Can
ada. Rocklin also teaches 
voice at Trinity Repertory 
Theater in Providence, RI. 

Jerry Smith, Jr. '85 is a 
songwriter and a producer 
for Innersounds Produc
tions. He lives in South 
Weymouth, MA. 

Alex Dina '86 is an op
erations engineer/master 
control operator for 
WTWS, channel 26, in 
Connecticut. Dina also en
gineered live recordings of 
Stan Getz, Gerald Wilson, 
George Russell, and Kurt 
Masur conducting NEC 
Symphony for New Eng
land Conservatory. 

Mark Corradetti '87, who 
lives in Summit, NJ, is an 
account executive/pro
ducer for the Creative 
Music Factory. Corradetti 
writes jingles, produces 
recording sessions, and 
plays bass in the New York/ 
New Jersey area. 

Robert M. Tella '87 lives 
in Medford, MA, where he 
sings professionally and 
teaches music. Last May, 
he appeared in a produc
tion of Arthur Miller"s All 
My Sons. 

ALUM NOTES INFORMATION FORM 

• 

Brian Calabro '88 and 
Double-Up, his Boston
based band, recently signed 
a record deal with Giant 
Records in NY. 

James Fallen-a '88 is a 
music teacher at the Advent 
School in Boston, MA. He 
recently edited, scored, and 
recorded original music for 
a video project which will 
be on display at Boston's 
Museum of Science and the 
Woods Hole Oceano
graphic Institute. 

Vincent Puccio '88 is a 
general assistant for Right 
Track Recording Studios in 
New York City. Puccio 
lives in East Brunswick, NJ. 

Todd Sucherman '88 is a 
professional musician/per
cussion instructor at Niles 
West High School in Illi
nois. Recently, he per
formed with current 
Berklee student houis 
Ulrich in Las Vegas. 

Akio Ueda '88 is a master
ing engineer for I.A.N. 
Communications Group, 
Inc. in Wilmington, MA. 

Full Name _________________________________ _ 

Address __________________________________ _ 

City __________ State ____ ZIP ____ Home Phone# ________ _ 

0 This is a new address 

Last year you attended Berklee _______ Did you receive a □Degree □ Diploma? 

Professional Address---------------------------------

City __________ State ____ ZIP ____ Work Phone# ________ _ 

Your title/ role 
-------------------------------------

Please list any professional activities, performances, recordings, notable music projects, awards, recognitions, 
or other events you'd like us to know about (please print or type): 

0 I am interested in learning more about the Berklee Alumni Representative program (see «BAR Report," 
page 28). 

Please send this form, along with any publicity, clippings, photos, or items of interest to: 
Berklee today, BerkJee College of Music, 1140 Boylston Street, Boston, MA 02215. We look forward to hearing from you! 
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ates from 
music industry 
conferences, 

• 

conventions, 
and confabs 

30 Berklee today 

l .. 1c l1 \'('..1r, Hc1 klcc f .1<.. 

tile, .111<.l \t,1tf attc11(l ,1111t1lt1-

tuclc <)t 111t1~1c 111c.lt1~tr '.111<.f 

c d u c .1 t 1 <) 11 ,1 I co 11, e 11 ti<.) n ~, 

\ 111 p (.) i U 111 ., C (.) 11 f e r C n CC~, 

,111d c1ni11,1r . " hop talk,, 
i a f orun1 for their O\ cr

ie\v and impre ion of 
the e n1ajor indu try event . 

National Association 
of Music Merchants 
International Music Market 
January 20-22, 1989 
Anaheim, CA 

January' AMM con-
ention in the Anaheim 

Con ention Center fea
tured approximately 550 
exhibitor , an increa e of 
almo t 100 from la t year. 
According to Berklee atten
dee , the pre ence of yn
the i equipment manufac
turer wa about the ame 
a la t year, while the pro 
audio companie eemed 
more wide pread. 0 erall, 
there were fewer introduc
tion of new technology 
than at pa t AMM con-

en ti on . In general, 
Berklee attendee felt that 
technology exhibitor were 
attempting to trengthen, 
con olidat , and enhance 
their market po ition , 
rather than ad\.'ance through 
new offering . 

The increa ing pre ence 
of Apple omputer wa · 

11<1t,1blc 11e\ s. P"J"'l1c l<>I11J), 11 ' 

c.ic111<>11'-itr.1tc<.f ~1 r1c,v ,1 I I) I 
111 ,l 11 a g C 111 C 11 t S <>ft \V ,1 t' C 

p cl l k ,lg C t l1 al t ll r 11 S t h <..: 

M,1c1nt<)~l1 i11t<J a true '11 I) I 
rn u It i - task 111 g ~ \ st c 111. 

Apple w,1s n1ak1ng tl1e ·<>ft
ware a\' ailab le at no cc>st. 
Behind the cenc , Apple 

• repre entat1 e were going 
around the clock 1gning up 
mu ic tore a Apple deal
er , n1aking clear their 
commitment to the mu 1c 
indu try market a a vehicle 

National Association 
of Jazz Educators 
January 11-15, 1989 

an Diego, CA 

f > r l • o., cl c I s. le c 11 l s s 

t · r11 cl c e I o J 111 c 11 t. 
Ari 1tl1er 01111,utcr re 

I "1 t c d i t c 111 < f i 11 t c r c t w <, c 11 

lB 11-l' """-6<, ed oftw, re/ 
l1.1rci,varc J)ack(1gc by I er 
"'<>r1al 11111 > er f r ,1,tic( I 
.. C ,l 11 n i I l ' > f 111 U i C rn a 11 U 

~ c r i p t co , 11 d u b c q u e 11 t 

c <) r1 v c r i l) r1 t < > 1 ID [ d, ta . 
·r•hc der11()t1Strati<>11 r>ur
pt)rted that tl1e ~)r )tluct 
could can a h~1nd \Vritte11 

c<.)re, reading lef , ke , ar1 I 
time signature , ar1d on. 

Thi year' AJE conference featured two pre -
entation by Berklee facult}' member . A i t,1nt 
Profe or of Voice Jan hapiro read her re carch 
paper on the hi tory and hi torical impact of the 
Bo well Si ter . A ociate Profe or of Harn1on , 
Hal rook and En emble In tructor Jame Odgrcn 
pre ented a clinic/ demon tration on impro\ i ational 
technique . Crook and Odgren demon tratcd form, 
pa e, improvi ational dialogue, and other concept 

from their approach to teaching impro i ation. 
The AJE technolog) center pro\ ed to be a 

popular feature of the conference thi ) ear. The 
center featured demon Cration of MIDI, de ktop 
publi hing, mu ic-oriented hardware and ottware, 
and mu ic work tation . 

Mo t noteworthv at thi conferenc , howe\ er, , 

were the concert . The ount Ba ie Band under the 
direction of Frank Fo ter performed a pirited et of 
big band arrangement . The Bill Watrou Quartet 
and the harle MacPher on Quartet offered e\·c
ning of mall combo jazz. Finally, Take Six per
formed their a cappella jazz/go pel to an enthusias
tic crowd of NAJE attendee . 
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In the audio realm, the 
emphasis at NAMM was 
onsemi-pro,low-costhard
ware. Especially notewor
thy was the prolif era ti on of 
compact 16-track record
ers (some in rack-mount 
units). The units, alongwith 
products from other manu
facturers, make possible 
relatively inexpensive, 
compact audio worksta
tions for multi-track re
cording and production. 

Among the clinics of
fered at January's NAMM 

• 

convention was a presenta-
tion on ''The Classroom of 
the Future" by Music Syn
thesis Department Chair
man David Mash (see 
«Future Class" on page 21 ). 
The clinic was well attended 
and received. 

INTERNATIONAL 

Nashville Songwriters 
Association International 
Symposium 
February 17-19, 1989 
Nashville, TN 

The NSAI symposium 
featured a mix of perform
ances and discussions f o
cusing on the techniques, 
markets, and potentials of 
the Nashville music scene. 
Such artists as Waylon Jen
nings, Steve Wariner, Skip 
Ewing, Beth Neilson
Chapman, and Randy 
Van Warmer performed 
during the Songwriter's 
Showcase concert. Beth 
Neilson-Chapman per
formed a song written by 
Associate Professor Pat 
Pattison, "Years," which 
will appear on her upcom
ing album on Warner Bros. 
Also performing was 
Berklee alumna/ songwriter 
Lee Satterfield '83. 

Summer 1989 

Music Educators National Conference 
(Eastern Division) 

Rendish discussed the use of computers 
and synthesizers in film scoring. Both 
clinics generated much interest. March 2-5, 1989 

Boston, MA 

As with past MENC conferences, 
the March meeting of the Eastern 
Division focused on public school edu
cation techniques, ideas, and perform
ances. A highlight of the conference 
was a clinic on effective mainstream

In conjunction with the Black Music 
Caucus, Berklee hosted a concert led by 
jazz trumpeter Wynton Marsalis in the 
Berklee Performance Center.Urban high 
school music students recommended by 
teacher nominations recreated the Duke 
Ellington Orchestra, rehearsing with 
Marsalis before the show. 

ing strategies for spe
cial needs children. 
Betty Atterbury, 
Ph.D., from the Uni-

versity of Southern EDUCATiQRS 
Maine stressed that I-\ I 1 

NATIONAL CONFERENCE 

Music Educators 
National Conference 
(Southern Division) 
March 16-18, 1989 
Nashville, TN 

teachers should have 
some knowledge of 
the special child's language ability, 
gross motor skills, abstracting skills, 
and attention span before classes 
begin.She also suggested the use of 
small cooperative groups, peer tutor
ing, and special friends. 

The Southern Divi
sion MENC conference focused on the 
current roles and future potential of tech
nology in music education. Fred 
Hofstetter of the University of Delaware 
demonstrated the many uses of desktop 
microcomputers, compact discs, and 

Associate Professor of Music Syn
thesis Richard Boulanger gave a pre
sentation on the future of computer 
music in the classroom. Assistant 
Chairman of Film Scoring Michael 

videodiscs in the classroom. • 
Other speakers stressed the impor

tance of understanding music technology 
and expl9ring ways to use it to enhance 
current curricula. 

The nonperformance 
segments of the symposium 
were divided into panels 
(Songwriters, Research, and 
Publisher panels), song cri
tique sessions, and an 
awards presentation. A 
symposium highlight for 
Berklee faculty and staff was 
the Berklee Alumni Reun
ion held during the confer
ence. 

Audio Engineering Society 
March 7-10, 1989 
Hamburg, Germany 

Highlights of the AES 
conference in Germany 
included several papers on 
the Digital Audio Tape 
(DAT) format and various 
discussions on recording 
technology and techniques. 

The DAT papers rein
forced the medium's effec
tiveness for consumer and 

professional use, but called 
into question its benefits as 
an archival medium. The 
research data presented 
showed that DAT tapes 
begin exhibiting greatly 
increased dropouts after 

A U D I 0 

about 100 plays. While 
dropouts can be restored 
through error correction, all 
tapes tested also caused at 
least one mute per play 
shortly thereafter (muting 
means that a short section 
of the recorded material is 
permanently lost). 

Another development 
discussed at the conference 
was the new sound-absorb-

ing techniques for control
ling small room acoustics. 
The paper by J. Voetmann 
of the Danish Acoustical In
stitute suggested the use of 
a Soft Layer Absorptive 
Membrane (SLAM) for 
optimum results at mini
mum cost and inconven
ience. The SLAM system 
employs 3 mm thick vinyl 
stretched and sandwiched 
between two frames, in unit 
cells at least 60 cm on a side. 

Information for "Shop talk" 
provided by Kenneth Brass, 
Charles Cassara, Hal 
Crook, John Hagon, Mike 
Ihde, Deanna Kidd, Bar
bara London, David Mash, 
Lawrence McClellan, 
David Moulton, Pat Patti
son, Ted Pease, Jack Perri
cone,] an Shapiro, Lawrence 
Suvak, Wayne Wadhams, 
and Wayne Ward. 
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Matthew 

11a1 ()111c \\ ()()d, ir1d pla1·cr get el cited when they fir t 
It.I l1c .. 1r or pla) a 1IDI wind controller. ome laugh 
.. 111d r<)ll tl1eir C) e . The analogie run the gamut from bad 
(u It' lik the differe11 e between playing a game of ba e
b~ll and a ,,id o game") t great(" It' like having a whole 
or ,}1 tra at Tour fing rtip "). Part of the fru tration may 
c n1 fron1 th fa t that a MIDI wind controller i more 
tl1,1n a rnonetar in e tment. It al o require ome time to 
1 arn. In theor , the adju tment hould be mall. Every 
MIDI wind controller deri e it fingering y tern from 
the ame tandard. In practice, however, wind controller 
an be a whole cliff rent ball game. 

A MIDI wind controller i a wind player' link to 
electronic mu ic hardware. It convert performance para
met r (fingering , breath peed, etc.) into tandard Mu ic 
In trument Digital Interface data, which then can drive a 
ynthe izer, equencer, or other device. Playing a wind 

controller give me a glimp e of what it mu t have been 
like to be a fluti t in the la t century when Theobald 
Boehm introduced hi new flute. It was a tressful time for 
flu ti t becau e the new in trument required a new finger
ing y tern. Imagine being a prof e sional in the busines 
for a number of year and then having 
to learn all new fingering . The extra 
effort paid off, however. With the 
new fingering al o came va t new 
tonal and mu ical po ibilities. 

Wind controller eem to po e the 
ame kinds of challenge to the wood

wind performer today. The manufac
turer have adopted the Boehm y -
tern, o you don't ha e to learn a new 
fingering y tern. But there are ome 
addition that lead to difficultie . The 
left thumb octave key , for example, 
are among the mo t difficult a pect 
of playing any MIDI wind controller. 

Matthew Marvuglio '74 zs chairman 
of Berklee's ""'oodwind Department 
and zs an active composer and per
/ ormer in the Boston area. 
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Marvuglio 

The v ariou l1rand ha\'C r,1ngcs f rc>n1 fi vc tc seve11 ,ct~ ve 

with octcl\te ke)'S located ir1 tl1c tr,1ditic)11<1l left tl1u111b 
po ition. It can take quite a l)it <.>f pr(1ctice tc) overc<)111e the 
break on the in trun1c11t. A term I learned c1uickl was 
"glitch," the ound you heat when yt)Ur fi ngcr t1r tht1111lJ 

do not execute a fingering accurately. 
Another problem i the ab encc of a11chc>ring keys. 

Woodwind player often re t finger 011 key r1c.)t ir1 use tt) 

facilitate difficult pa age or to en urc a firm grip c>n the 
in trument. A fluti twill u ually have a finger on the 1:.
flat key for balance while a axophoni twill often keep c:1 

finger on the G- harp ke). The e practice do not W<Jrk 
with a MIDI wind controller. Pre a key and a nc>te i on· 
release a key and the note i off. 

Manufacturer claim thi fact a an advantage becau e 
of the alternate fingering the y tern pro\·ide . With a 
MIDI controller, ke},S don't ha\e to be adjacent to rai e 

and lower pitch by tep a they do on acou tic wind 
in truments. For example, u ing the axophone or flute 
fingering E with the E-flat ke)· pre ed i an alternate fin
gering for Fon mo t wind controller . On the do\vn ide, 
alternate fingering can be very confu ing at fir t. 

• 14 • .. 
• • • 

One big advantage to doubling on 
wind controller i that articulation 

• • • 
: : : : po ibilitie are almo t limitle . You 

: · ~ can adju t the lip pre ure or wind re-
i tance; et up the in trument to pla;' 

like your clarinet, a ophone, or re
corder; and u e multiple tonguing 
technique . All mouthpiece are ba ed 
upon the ingle reed concept, without 
the vibrating reed.Flute player com
fortable with a recorder embouchure 
hould not have any problems. 

MIDI wind controllers can offer 
-o a tounding ver atility and new op
~ portunitie . But it' not an easy walk 
0 

~ to freedom. With a little time, effort, 
i patience, and a hort trip back to ba
~ ics, you can gain control over wind 
~ controller ... before they start con-
~ trolling you. 41 
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If you're making music wi1 

and are looking for a bette 
together, look to Opcode 
system supports every as 
from composing, recordi 
notation, and voice editi 
understand what your ne 
we're musicians too. 

Vision is the profession 
Grammy award winnin 
Jan Hammer says ''If yo 
sequencers on the Mac, 
sum total of those sequ 
Vision, pros who haven' 
reason than ever to swi 
they've been using. j 
Keyboard Magazine cal 
leader in Editor /Libr 
programs support bun 
innovative features an 
new Desk Accessory L 
every package, you ca 
Vision is playing! We'v 
Proteus, Korg M-1, an 
so you won't miss a b 
hottest synths. 

Many composers rely 
System for all the pap 
involved in scoring to 
says he's ''thoroughly 
has his music editors 
the process. 
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Berklee Library 
Boston, Massachusetts 
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·ofessional Plus MIDI 
~ to your system later with 

• 
ration, and since we're the 
DI Files, all our programs 
le for1nat, from Editor/ 
,ion. And Vision also easily 
with most popular nota-
.n print out your music or 
scores. We've even got 
1 in the works. 

or just setting up your 
has a system to help make 
re over forty great music 
:ically for the Macintosh, 
·r music software com-
fer you a more flexible, 
ed system. If you're seri-
1gether, call the musicians 

Demo disks of Vision or CUE 
321-8977. 

e 

• 
I 

I 

Opcode Systems, Inc. 
1024 Hamilton Court 
Menlo Park, CA 94025 

Germany-Multimedia; England-MCM; 
Technology; BeNeLux-Synton; Italy
utter; Norway-Applied Computer 
>de Systems FAX 415 321-9034. 

TM 

With the Studio 3 rack-rnount ~MY 1 t, a11u 1v11u1 

interface, you can stripe SMPTE or configure the MIDI 
outputs using our custom software. Or start with 

Opcode Systems, Inc.: Studio 3, Studio Plus 1wo, 
Professional Plus, Timecode Machine; CUE; 
Apple Computer, Inc.: Macintosh. 

-
Visio11 
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.... ___ ti it 11 1 I a. 1 • 11· . 1 ~ 
11j . 11 l1f 

111 b·1 i pl -a Llfi : 
b ()lt1t pow [ 
itl1 tl1 ai11aha GlO 

...... ~ttitar MIDI Control! r, 

11,~ (; /()(' l 1//)/ ( ;t, if <II ()nll'<'J./c?J: 
l>iffi !( 11/ /)l<l.''IJIJ!. -..fv1' s <If tlu t,,1,c/1 oj <I b11lf<n1. 

along with the rack
mount Gl0C Guitar 
MIDI Converter, you 
can easily control just 
about any MIDI de
vice you choose. Be 
it a synthesizer, sam
pler, tone generator 
or -..... ....... ~ -- machine. 

But even more im
portant, the Gl0 sys-

• tern recognizes you 
for what you really are. 
A guitarist. 

In fact, it lets you use 
every expressive trick 
of the trade. 

There's no frustrating 
delay. You can bend notes. 
Damp them. Even play pull-

u _........'. 
in 'lll i11 t' . .....,,. ----

a h f th ~._.... i 11 ~,I""\........--. 1 
m .m ri (and -

tridg m m ri in 
Gl0C contain . full 

t of p rforman 
param ter uch a 
individual tring 
volume, capo po i
tion, tuning and con
troller assi~~ents. 
Any one of which 
can be called up at 
the touch of a button. 

' . But you ve wait-
ed long enough for a 
MIDI guitar that 
really works. So stop 
all this reading. Call 
800-333-4442 for an 
authorized Yamaha 
Digital Musical Instru
ments dealer and go 
play the Gl0 system. 

Without delay. 
YAMA 

'ramaha tus1c Corporation l., A Digital ~tus1cal instrument D1v1s1on, 
PO Box 6600. Buena Park CA 90622. In Canada: Ya~aha Canada ~fus1c Ltd., 

135 tilner A\ienue arborough Ontano ~11S3Rl. 


