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News of note 
from about 
town and 
around the . 

world 

Saxophonist Dave Liebman 
demonstrates improvisation 
techniques during a Visiting 
Artist clinic. 
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VISITING ARTISTS 
SHARE INSIGHT 

The Berklee Visiting 
Artist Series continues to 
bring a wide variety of 
music professionals to the 
college for clinics, seminars, 
and master classes. Through 
the program, students meet 
with and learn from experi
enced professionals and 
gain informed perspectives 
on the music industry. 

Keyboardist Tom Cos
ter spent two days at Berl<lee 
with his son, Berk.lee alum
nus Tom Coster, Jr. '87, 
speaking with students 
about synthesizer perform
ance techniques and the 

music business. Coster and 
his son recently completed 
an album together on Fan
tasy Records. 

Bassist/producer Victor 
Bailey '79 recalled his years 
with WayneShorterandJoe 
Zawinul in Weather Report 
during his Visiting Artist 
clinic. "It was very, very 
hard, like being in the 
army," he said. ''We might 
go over one bar for six hours 
until that one bar felt right. 
But that's why the band was 
so good.'' Bailey encour- , 
aged students "to know as 
much about music and to 
be as inquisitive as you can 
be" in order to succeed. 

Founder and President 
of Telarc Records Jack 
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Renner discussed tech
niques for preparing a re
cording control room. 
Speaking with Renner was 
DMP Records founder and 
engineer Tom Jung and 
Peter D' Antonio, president 
of RPG Diffusers, Inc. All 
three stressed the impor
tance of ensuring an acous
tically correct control room 
before the recording proc
ess begins. ''If the engineer• 
is not totally familiar with 
the sound of the monitors 
at the start of the session," 
Renner said, "the temp ta-

• • • • 

t1on 1s to start moving mi-

crophones around until the 
monitor system sounds 
right. This is a classic case 
of the tail wagging the dog." 

Other guests in the Vis
iting Artist series included 
saxophonist/educator Dave 
Liebman who offered sev
eral approaches to improvi
sation. Bassist John Pati
tucci gave a clinic/lecture 
during a break in his tour 
with the Chick Corea 
Akoustic Band. He dis
cussed the challenges of 
trying to advance his tech
nique on both the electric 
and acoustic bass. 

In the final event of the 
1989 Visiting Artist series, 
the jazz vocal quintet New 
York Voices capped off a 
national tour with a master 

~ class and an evening con-
~ certintheBerkleePerform-
tD 

~ ance Center. Their debut 
~ 
~ album was released by GRP 
l> 
~ Records last summer. 
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LAWRENCE AND 
ALMA BERK 
RECITAL HALL 
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l111a Berk Recital Hall. The 

dcdi ation recognized the 
, i ion and continuing cf
fort of Berklce founder and Berklee founder and Chancellor Lawrence Berk and Chief Public Affairs Officer Alma Berk. 

ha11 ellor Lawrence Berk 
and hi wife, hief Public 
Affair Officer Alma Berk. 
Their guidance and in pira
tion in the pa t and to this 
day have fo tered the con
tinuing growth of Berklee. 

Throughout its rich his
tory, the recital hall has 
become a ymbol of that 
growth and success. 

"You are sitting in one 
of the most active concert 
halls on the face of the 
planet," said Professional 
Performance Division 
Chairman Larry Monroe 
'70. "Since this hall first 

opened to Berklee tudents 
in 1965, it has been full of 
mu ic almost every day of 
the year. We hope that, for 
another 25 or 100 years, this 
room will continue to be 
the spawning ground for as 
much musical talent as 
we've had in the past." 

"This hall rounds out a 
three-year program during 
which the college has spent 
about two million dollars 
in improving performance 
facilities,'' explained Presi
dent Berk. ''Those renova
tions have included our 

The Lawrence and Alma Berk Recital Hall. 
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companion recital hall on 
this floor and in an adjoin
ing building and improve
ments in many other facili
ties. Our goal is to improve 
performance opportunity 
and education for students 
and to keep pace with the 
state of the art." 

To achieve that goal, the 
hall contains the latest au
dio and video technology 
for both performance and 
classroom uses. 

The room features a 
built-in sound system with 
CD player and cassette deck 

for in-cla s playback of 
mu~ical example , as well a 
a video projection y tern 
that can project slides, pre
recorded videotape, Ii ve 
video material, or direct 
feeds from a computer. 

The original 1 A recital 
hall opened for Berk lee 
student performance in 
1 965. Since then, it ha be
come an integral part in the 
college's emphasis on live 
performance experience. 

Each year, Berklee spon
sors approximately 700 
concerts in its three recital 
halls and the Berklee Per
formance Center. The reno
vated Lawrence and Alma 
Berk Recital Hall ensures a 
proper setting for students 
to explore their talents and 
improve their technique. 

The ceremony con
cluded with an impressive 
line-up of performers from 
Berklee's faculty-includ
ing Gary Burton '61 and 

~ the Berklee All Stars, as well 
0 

ci as Phil Wilson, Larry 
CJJ i Baione '71, and others. 
~ "We want to start this 
~ major hall off in the right 
~ 

~ direction in the best way 
CJJ 

@ we know," said Larry ... 
~ Monroe as the concert be-

gan, "with music." 
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YAMAHA SALUTES 
BERKLEE 

Yamaha Corporation of 
America gave a special sa-
1 u te to Berklee during a 
ceremony held on Septem
ber 28 at the Berklee Per
formance Center. 

The event, jointly spon
sored by Yamaha's SGD 
(Synthesizer, Guitar, and 
Drum) and Professional 
Audio Divisions, recog
nized the support given to 
Yamaha by the college 
through its ongoing com
mitment to quality contem
porary music education. An 
afternoon program of 
Yamaha SGD and Profes
sional Audio demonstra
tions, a performance by the 
Yamaha MIDI Band fea
turing guest artist Eric 
Kloss, and a cocktail recep-

. tion hosted by LaSalle 
Music at its new Boston 
location, rounded out the 
day-long series of activities. 

During the evening cere
mony, Ron Raup, senior 
vice president of Yamaha 
Corporation of America, 
presented a commemora
tive award to President Lee 
Eliot Berk, who accepted 
the honor on behalf of the 
entire college. 

''Berklee College of 
Music has continually 
demonstrated excellence in 
preparing its students for 
the crucial next steps in their 
music careers," said Raup. 
"Through this solid train
ing, Berklee students learn 
how to make the most of 
their artistic ability and of 
the constantly evolving 
Yamaha digital musical in
struments that many use in 
their profession. Together, 
we challenge each other in 
extending the boundaries of 

. . . ,, 
music creat1v1ty. 

A Yamaha Music Tech
nology Scholarship was 
presented to two students 
as part of the salute. 

The Yamaha MID I Band 
concluded the ceremony 
with an invigorating set of 
jazz/pop favorites inter
spersed with originals. 
Headlining the group was 
sax op honis ti com poser I 
educator Eric Kloss. 

In acknowledging the 
honors, President Berk rec
ognized the two ins ti tu
tions' common goal of ex
cellence in music. ''.Berklee 
is proud and grateful to re
ceive this recognition and 
support from a company 
whose accomplishments 
rest on convictions so close 
to our own. " 
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B.U. President John Silber (left) congratulates Presi
dent Berk during B.U.'s sesquicentennial celebration. 

PRESIDENT BERK AT B.U. 
by Alma Berk 

President Lee Eliot Berk was among a group of 
university officials from around the world who 
participated in the ceremonies of Boston University's 
Sesquicentennial observance in October. 

< 

The Sesquicentennial convocation program, titled 
"The Idea of the University: Obstacles and Oppor
tunities in Contemporary Society," spanned two 
days. The guest speakers at the event were sociolo- • 
gist Edward Shils of Cambridge University and the 
University of Chicago, and Nobel Laureate author 
Saul Bellow. , 

President Berk, who received his juris doctor 
degree from B.U., offered congratulatory remarks, 
thanking the university for the excellent education 
he received there, and extending Berklee' s wishes 
for B.U.'s future success. Later, President Berk joined 
B.U. President John Silber and figures from the 
world of higher education in their panel discussion 
of the role of the university in society. In apprecia
tion for his participation, a bronze commemorative 
medallion was presented to President Berk by Arthur 
G.B. Metcalf, chairman of the B.U. Board of Trus
tees, President Silber, and Jon Westling, B. U. execu
tive vice president. 

NEW HOUSING 
In an effort to meet ever

growing demands for stu
dent housing, Berklee re
cently purchased three 
buildings near its campus 

~ in Boston's historic Back 
0 

capacity to house 283 stu
dents, bringing Berklee' s 
total housing capacity up 
to 1000-approximately 
one-third of its student 
body. The three buildings' 
combined 63,500 square 
feet include space for iso
lated practice units, office 
space, and student lounges. 

· g Bay area. The buildings, 
~ located at 264, 266, and 270 
~ Commonwealth Avenue, 
("") 

E previously served as dor-
=,:.·1/·. ~ mitories for Chamberlayne 

President Berk (left) accepts an commemorative award from Junior College. 

After $1 million in reno
vation and repair, the dor
mitories were prepared for 
student occupancy in Janu
ary of this year. Yamaha Senior Vice President Ronald Raup. The new dorms have the 
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LEARNING 
ASSISTANCE 
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·1ik Badolato director of 

tl1e Learning A i tan e 
P "W , rogram. e \1e et up a 
program which i not only 

THIS SUMMER'S 
SEMINARS 

Berklee doe n't close 
down for the ummer; it 
open it door even wider 
to pon or important edu
cational eminars, sympo-
ium , and clinic for music 

educator and mu ic pro
fe ional . The four major 
event planned for this 
ummer are ure to off er 

valuable instruction and 
in~ight to those who want 
to learn. 

The second annual Jazz 
Harmony Conference will 
convene on August 23 
through 26. Sponsored by 
Berklee' Harmony De
partment, this conference 
will host eminar and lec
ture by Berklee chairmen 
and faculty, paper pre en
tation by invited profe -
ional , and demonstration 

b)· pecial gue t . Featured 
peaker thi ummer will 

include Profes ional Writ
ing Divi ion Chairman Ted 
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Students work in the Learning Assistance Lab. 

for people tl1at need help 
but for people wl10 want to 
learn at their own pace-at 
an)' le el." 

A a oluntar , re ource 
for tudent , the Learning 
A i tance Program off er 
a wide variety of re ources 
and cla es-from com-

Pea e '66, A ociate Pro
f es or Hal Crook '71, Com
mercial Arranging Depart
ment Chairman Bob Freed
man, and As ociate Prof e -
or Alex Ulanowski. Also 

scheduled to speak at this 
year's conference are com
poser/educator Bill Dob
bins and legendary trom
bonist and arranger, Slide 
Hampton. 

Two seminar in the 
Berklee Music Educator 
Summer Work hop series 
will give music educators 
an opportunity to learn how 
modern mu ic technology 
can enhanc€ their teaching 
abilities. "Computer, Syn
thesizer, and MID I Basics 
for the Music Educator" 
will offer an introductory 
overview of the tools, con
cept , software used in 
contemporary music edu
cation-including hand -
on e sions with Apple's II 
GSandMacinto hcomput
er , as well as the Kurzweil 
Kl000 and Ca io VZ-1 
synthe izer . 

p u t c r / M I I I -drive r1 i 11 t e r
\ al trai11ing to l:ngl ish a" a 

econd Language cla" "es, 
from per onal tutoring tc) 
advanced ynthe t/er c
qucncing on one of the lab, 
five MIDI work tation . 
The main objective of the 
program ha been to meet 

Alumni explore synthesis 
techniques at the 1989 
Alumni College. 

The second seminar, 
"Music Technology Appli
cation for the Music Edu
cator," will take a more in
depth look at integrated, 
innovative ideas for chool 
music program . Designed 
for the music educator 
knowledgeable in comput
ers and ynthesizers, this 
work hop will address cur
rent MIDI performance 
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flexibility and ·pccificit}' to 
upport Berklee ·tucle11t in 

their inten ive study f 
mu 1c. 

re ource that can enhance 
en emble, performance, 
mu ic compo ition, and 
teaching ituation . Both 
work hop will run concur
rently on Augu t 13 
through 17. 

Of course, the summer 
of 1 990 will al o feature the 

~ ixth-annual Alumni Col-
:x: 
~ lege on June 7, 8, and 9. As 
~ in pa t seminars, this )'ear' 
'-

~ Alumni College will f ocu 
m 

~ on"TechnologyinToday's 
~ Mu ic," offering discu -

ions, overviews, and 
hand -on session in 
Berklee' advanced record
ing studios, synthesizer 
labs, and home recording 
facility. 

Those interested in fur
ther information on the Jazz 
Harmony Conference or 
the Music Educator Work
shops should contact Parker 
Bartlett at ( 617) 266-1400, 
ext. 256. Alumni interested 
in the Alumni College 
should contact the Office 
of Development at (617) 
266-1400,ext.438. 
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FA CUL TY PROFILE 
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Andrew Taylor 

was so influenced by the teachers that I had,'' says 
Assistant Professor Jeff Stout '68. ''They were seri

ous musicians and at the same time willing to share their 
knowledge with their students. And they were able to 
impart a real love and appreciation for the music. That 
changed my life. I figured, if I could do the same thing, 
then that is what I'd like to do." 

Jeff Stout has been pursuing that goal at Berklee for 
more than 17 years. He's a se
rious musician, with three to 
five gigs a week. His concise 
approach to teaching trumpet 
has made him a popular 
teacher. He feels that pursuing 
both professional and educa
tional careers isn't splitting his 
abilities, but enhancing them. 

"One feeds the other," he 
says. "I think I'm a better 
teacher because I continue to 
perform professionally. And I 
think I'm a better player be
cause I teach." 

In the beginning, however, 
Stout didn't dream of doing 
both. He only wanted to play. 
In fact, he only wanted to play 
the trombone. 

Dorsey's trombone sound. That's what I wanted to play. 
So, my mother took me to the music store and I asked for 
a trombone. The salesman said, 'Gee, kid, we're all out of 
trombones, try this.' And he gave me a trumpet." 

Stout took the instrument home and loved it. He 
found in himself an intense desire to learn technique, in
flection, and style. Through learning from private teach
ers, listening to records, and struggling through his 1000-

tun e ''fake book," Stout 
learned music by ear and by 
eye. He cultivated his intuitive 
''feel'' for melody lines as he 
built his technical, sight-read
ing, and theory skills. Both ap
proaches would be important 
to his future technique. 

Stout received his bachelor's 
degree in Music Education 
from West Chester State 
College in Pennsylvania and 
his master's degree from New 
England Conservatory. In 
between, he spent a year 
studying at Berklee, polishing 
his jazz performance and jazz 

~ theory skills. 
~ His connections through 
~ Berklee and through Boston 
~ gigging landed him a solo 
~ trumpet job with Buddy Rich 
~ and house band performances 

''When I was 9 or 10 years 
old in the 'S0s, the Jackie Glea
son show was taken over dur
ing the summers by the Dorsey 
Brothers, Tommy and Jimmy. 
I was thrilled with Tommy 

~ with Tony Bennett, Lou 
Stout takes a solo: ··1 think I'm a better teacher because Rawls, Judy Garland, Junior 
I continue to perform professionally." Cook, and others. 
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The Berklee All Stars horn section (left to right): Jim Odgren '75, Larry Monroe '70, and Stout. 

Joining the Berklee faculty in 1972, 
tout di co ered that teaching wa 

both a ke to hi future and a connec
tion to hi pa t. 

"Teaching i an incredible experi
ence," he a y . "It makes you go back 
and remember what it was like when 
you were trying to learn the material. 
The problem with a lot of teachers is 
that they forget what they went 
through and they a ume too much." 

tout' ucce a a teacher i a 
re ult of the same blend of ingredi
ent that make him a uccessful pro
f e ional mu ician-technical kill, 
experience, and a healthy do e of 
impro,,i ation. A a jazz performer, 
he like to ere the improvi ation in 
hi performance and hi le on . 

''Improvi ation i omething you 
can teach," he ay . "Almo t any
bod} can get better if they work at it. 

"The two mo t important kill 
for an improvi or are the ability to 
have good idea and good melodie in 
)'Our head, and the facility to in tan
taneou l)' tran fer tho e idea onto 
the 1n trument. One of the kill you 
can de elop i a knowledge of your 
1n trument o that whate,·er you hear, 
\ ou an pla1,,, 
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To enhance knowledge of the in
trument, Stout has hi student learn 
cales and scale pattern without us

ing mu ic. Once they figure out a 
pattern in one key, they then struggle 
through the next 11 keys on their 
own. The goal i to remove conscious 
thought from playing the in trument. 

"You should be able to think about 
what you're having for dinner at the 
ame time," he says. 

Throughout hi 17 years of teach
ing, Stout has found that, for many 
students, learning improvisation re
quires a totally new thought process. 

"The ide of your brain that is 
theoretical and analytical i often 
highly developed. But the other part, 
that intuitive part, often needs a lot of 
work. The problem is, you become 
dependent upon the analytical ap
proach becau e it' familiar. To let go 
of that and go the other way i diffi
cult for a lot of people. It' like learn
ing another in trument. I think I was 
lucky becau e I tarted off by ju t 
playing along with record and not 
really knowing what I wa doing." 

Along with improvi ation skills, 
tout like to tre s the realities of the 

mu ic indu try to hi student . He 

feel that hi own reali tic outlo< k 
has helped him urvi\. ea~ a mu ician. 

"I've een a lot of really talented., 
excellent mu ician who have com
pletely given it up, who don't play 

,, h "I ' 1 I anymore, e ay . t a mo t a -
way becau e they can't cope with 
the realitie of the mu ic bu inc ~. 
You have to be flexible. Even on o
called 'arti tic' job , thing are never 
ideal-the club i noi y, or you don't 
like the drummer, or the acou tic arc 
awful. You have to be able to accept 
that and make the be t of it." 

Jeff Stout ha been making the best 
of hi work for a lifetime of gig . 
Recent favorite include a perform
ance with Harry Connick, Jr., nu
merou mall combo jobs, and hi 
continuing work with Gary Burton 
and the Berklee All Stars. But what 
really keep Stout teaching, perform
ing, and practicing every day? 

"I like to play. It's one of my great
e t plea ure , "he says. "I tell my wife 
that if all the jobs that I ha,re now 
suddenly stopped and there was no 
place else for me to play other than a 
marching band in parades, I'd proba
bly do that. I really like to play the 
trumpet. That's the bottom line." 
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ALUMNI SPECIAL 
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eople always say to me, 'You've been away from 
school for so long, how are you going to adjust?'" 

explains current Berklee student John Vandenheuvel. "I 
just tell them that if I sit down and learn a record one day, 
it's no different from being at Berklee the next day. I 
always kept my musical learning process going. It was 
like I had never left, believe it or not-even after 14 
years.'' 

Each semester, a growing number of alumni have re
turned to Berk.lee to complete their studies and receive 
their degrees. Whether they originally left for prof es
sional opportunities or personal reasons, returning alumni 
are finding old friends and new growth at Berklee, and a 
new resolve to finish what they started. 

Vandenheuvel cut short his studies back in 1975 after 
completing four semesters at Berk.lee. During his years 
away, he played professionally, taught guitar, and worked 
various jobs. He even began to study computers, in search 
of another career. But his love for music pulled him back. 

"I was halfway through computer school,'' he recalls. 
"But it was becoming too much technical information 
with very little music involved. I 'had always planned to 
come back to Berklee. But one thing or another kept me 
away. Finally, everything started coming together-I had 
time, money, and I even found an apartment in Boston. It 
felt as though the doors would close any minute. I had to 
walk through." 

Drummer Kevin Rapillo was pulled away from his 
studies by the growing success of his band, Kid Crash. He 
had completed eight semesters by 1986, but felt it was 
time to take a chance in the professional world. After two 
and a half years of performing in Boston and New York, 
the band is shopping for a record contract through its 
New York manager. So what brought Rapillo back amid 
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this success? A glance at his credit listing. • 
''I looked up how many classes I had left to finish, and 

it wasn't much,'' he says. ''I was just so close, it would 
have been ridiculous not to finish up after all that work." 

; 

After two years playing professionally, Kevin Rapillo re
turned to Berklee to continue his studies this past fall. 
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Returning tudcnt oordi 
n<1tor Gordon Pullan ha 
helped each one of them in 
the tran ition ba k to tu
dent life. 
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A a working te chcr 
Kelly finds the .. hift back t 

-o tudent life tl> be both chal-
::c 
~ lenging and rcwardi11g. 
~ "I have to make a transi-
,-

~ tion when I come here tc 
:::D 

~ be a tudent and when I 
m 

~ leave here to teach,'' he 
:::D 

~ say . «But I love it becau e 

"M job ha been to 
plant the idea in their head 
to come back, and then to 
make it a ea ya po ible," 
Pullan ay . ((There are a 
lot of people out there 

Returning student Sylvia Kelly takes a private lesson with I learn so much. A a 
Professor of Piano Bob Winter '52. teacher, I know how to 

thinking, 'I hould go back, I should 
go back.' But it' not until they get a 
note from me or omeone at Berklee 
that they think about it seriously." 

In hi three year in the po ition, 
Pullan ha heard the gamut of return
ing student tories, and in many he 
find a common thread. 

"A lot of people take time off to do 
gig or to work for a while and decide 
to come back," he says. cc Other times 
they've dropped out and gone a dif
ferent direction-that's not mu ic
related-only to realize that they want 
to have music in their life." 

Marcel Fuenmayor i among the 
group that left for profes ional op
portunities. He left Berklee in 1982 to 
tour with Miro lav Vitous and Mike 
Stern, and to work on recording proj
ects in ew York. Seven years later, 
thank in part to a grant from the 
Venezuelan government, he returned 
to pursue a double major in Perform
ance and Film Scoring. 

"There are a lot of things you can't 
learn anywhere else," he say . "Not 
in Los Angele , Miami, or ew York. 
You're going to learn it here. In my 
seven years away, I realized that I wa 
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always thinking in this place. There's 
a lot of harmony and lovely people." 

Pullan appreciates the renewed 
enthu iasm of returning tudent and 
recognizes that for ome, the time 
away is an important growth period. 

«It's part of our philosophy that 
working professionally for a while 
can be part of their education, too," 
he say . "So, if they want, we let tu
dents go off and do things musically 
that aren't in the educational setting 
and let them come back when they 
feel they' re ready." 

When they are ready, Pullan say , 
tarting up again can be as easy as a 

single phone call. 
"A long as the tudent was in 

good tanding, he or she can alway 
come back," ays Pullan. "They ju t 
need to notify me, and I'll help them 
get started. We've created a kind of 
one- top hop to make it easy." 

Sylvia Kelly has been coming to 
Berklee off and on ince she began in 
1982. Fitting in semester when time 
and finance allowed and earning 
credit by exam, Kelly ha finally ac
crued enough credits to attend on a 
part-time basis. Her time away has 

focus in and learn. Ju t in 
thi one emester, I've learned o much 
it' incredible." 

Other returning students also find 
that their time away brings a new 
awareness and appreciation to their 
studies. 

cc It makes you use and appreciate 
the information a little more," says 
Kevin Rapillo. "After being in school 
ince first grade, I was getting burnt 

out and discouraged. Now it's fresh 
and it's more fun." 

For most returning students, 
whether they've been away one se
mester or 14 years, completing a 
Berklee degree or diploma is a step 
toward bigger things. For Vanden
heuvel, it's the key to his teacher's 
certification. For Kelly, it's one step 
toward her goal to earn a doctor of 
music degree in voice. 

But for now, Kelly's focus is the 
challenge at hand-learning the most 
she can from the classes she has left. 
And while her challenges and 
triumphs are sure to be unique, her 
feelings at this point are common to 
most returning students. 

After all those years, "It's good to 
be back," she says. 

Spring 1990 

, 



f 

( 

1( 

, 

BERKLEE AWMNI 
Mail Order Form 

ORDERED BY: Name __________________________ _ 

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

SHIP TO (if different 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 only 

Sweat Shirt, crewneck, grey only 

Hat, cotton twill, embroidered, black and red 

Beer Mug, glass 

Bumper Sticker, red on white, 0( white on red 

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 6-1C 
over $1000 Add $10.00 weeks. 

METHOD OF PAYMENT (check one) 

Size Color 

one 
size 

Unit 
Price 

$18.95 

$10.95 

$240.00 

$18.95 

$10.95 

$6.65 

$1.00 

$3.55 

$3.95 

Subtotal 

MA residents add s0A> sales tax 
to all items except clothing 

Shipping 

Total 

Total 
Price 

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

Charge tu 1ny _MC _VISA _AMEX 

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

I I 111111111111111 Exp. Date _I_I_ 
Signature tor all charges: 

X 

Mail orders to: 

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

Return Policy 
Our merchandise ,s of the highest quality However. should 
you for some reason not be fully satisfied. we invite you to return 
item(s} w1th1n 30 days of receipt for a refund of the purchase 
price Items must be returned post paid (C.O D. returns will not 
be accepted), in unmodified, salable condition 
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After a bout with bad times, this film composer is 
at the fore front of the background business. 

by Andrew 

Taylor 

Spring 1990 
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ith four years as composer for a 
successful television series under his 
belt, Alan Silvestri-'70 was ready for 

anything-anything, that is, except unemploy
ment. When the popular police show "CHiPs'' 
went off the air in 1983, Silvestri found himself 
out of work, out of options, and out of luck. 

''I couldn't get an episode of anything for 
almost a year," he remembers. ''During this 
time, my wife and I were expecting our first 
child. Plus, there was a musician's strike. It got 
pretty squeaky." 

But, as with most of the films Silvestri has 
scored since then, this story has a happy ending. 
After a life-saving off er to score Romancing the 
Stone in 1984, Silvestri composed the music for 
a string of major films including Cat's Eye, Back 
to the Future,Flight of the Navigator,No Mercy, 
Outrageous Fortune, Predator, Who Framed 
Roger Rabbit?, and The Abyss. 

He has worked with such leading directors 
and producers as Robert Zemeckis, Michael 
Douglas, Carl Reiner, Arthur Hiller, and Steven 
Spielberg. After that one tough year, Silvestri 
has become one of the busiest film composers in 
Hollywood. 

Back in 1969, when Silvestri first arrived at 
Berklee from his hometown of Teaneck, NJ, he 

• 

, 

had no intention of scoring for films. All he 
wanted to do was play guitar. 

"Berklee was really the only place in the 
country where someone who was a jazz player 
could go and be considered a legitimate music 
student," he recalls. ''That was an amazing 
opportunity. It was also a very labor-intensive 
period for me." 

Silvestri remembers the intense musical envi
ronment as the key to his learning at Berklee. 

''So much of music seems to be in the doing,'' 
he says." And there was constantly opportunity 
to make music. I wrote a lot of arrangements 
while I was in school. I played hours and hours 
and hours a day. I worked will all kinds of 
musicians of all levels of ability. All of that is 
directly related to the job I do now." 

While Silvestri's focus at Berklee was guitar, 
he soon found a stronger interest upon moving 
to the West Coast. When he got his first oppor
tunity to write a score for a low-budget film, 
The Doberman Gang, in 1970, he began his 
''long, slow slide" toward composition and away 
from performance. The offer to write for 
''CHiPs'' only sped up the inevitable shift. 

"When I started working on 'CHiPs,' it was 
really the first time I had anything I could call a 
steady job in the film industry," he says. ''That 
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How did vou fi11ally break yoiir streak of unemploy-
1ne11t after O HiP "was cancelled? 

I finall , begged., ba ically., for an epi ode of a different 
110,v .1nd the producer didn't like what I did. They ended 

up throwing out half of my work. I tarted chinking, 
'<Ma ·be I'm in the wrong bu inc . " 

Very hortl)' thereafter, I got a call from a music editor 
I had worked with on" HiP "to tell me about a film he 
wa working on. The people he wa working with had 
Ii tened to all kind of tapes from all kind of people and 
the till couldn't find anything that they were happy 
with. So he wa calling to see if I was interested in doing 
ome kind of spec demo to play for them. 

This was on a Friday night. He introduced me to the 
director of the film on the phone that night, a man named 
Bob Zemeckis. Bob explained, in about five minutes, this 
three-minute scene having to do with this girl and this guy 
running through the jungle in the pouring rain, with 
machetes in their hands. 

"They' re being shot at by these bad guys,'' he said. 
"Then this guy swings across this giant gorge and comes 
out on the other side." After he described the scene, Bob 
asked if I could have something to him by lunchtime the 
following day. 

So, of course, I said, "No problem." 
I had just started to put an electronic studio together, 

and I didn't have much. I had a Linn drum and a Yamaha 
DX-7. I had a multi-track machine but no mixing console. 
So, I was up all night putting together this rhythm track. 
And I went in on the following day. 

When Bob Zemeckis came down, it was probably a 
good omen because he walked in wearing the same sweater 
as me. At that point, we had a feeling that this could work 
out. I played him this track, and he smiled and his editor 
smiled, and they said they would be in touch. 

That evening, I got a call from Michael Douglas who 
wasn't only starring in this film, but was the producer. It 
was Romancing the Stone. On that Monday, we got a call 
and the deal was made within a day. 

That's unheard of. There are people who work and 
work and work in television and never get a chance to 
break out of it. It's like they're two different streams. But 
all of a sudden, I'm standing there at the premiere with 
Kirk Douglas and I'm in the film business. 

After that, people didn't even call me to do television 
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Monday af terno<)n. It was like thct every week for 26 
traight week . 

Bu t mechanic a 11 y, it, s st i 11 th c s am c . 1 n t l, < s e d (; y t }1 e re 
were no video machines to do thi tuff. o., we w uld go 
in and pot the film and write the entire film off cf tr1c 
timing notes. Now, everyone ha video . l u ~every ex~1ct 
videos with time code and all the re t of it. '"f h~1 t 's bee 11 

bit of a change. 

How else has the profession changed over the past 
decade? 

Apart from the boom in the use of video ca sctte for 
previewing, the marketing of films seems to have changed 
over the past 10 to 20 years. Markets are prcsold very f, r 
in advance now. Sometimes I'll be working on a film and 
they will have already reserved theaters a year and a half in 
advance. 

The problem is that, in film production, things tend to 
slide·-preproduction slides, production slides, post-pro
duction slides. Music is one of the last things to be done 
before the dub of the picture. All this sliding of the 
schedule winds up sticking you up against a wall in a 
number of ways. Number one, you get your hands on the 
film much later than you would like. And number two, 
because they have to preview with their backs against the 
wall, they' re making constant changes in the picture right 
up against the time that you're recording. 

So, for instance, when I did The Abyss, that film opened 
about one week after I had recorded the last cue.Which is 
unbelievable! That's a whole added difficulty that I don't 
recall seeing. I actually can remember getting locked film. 
I never see locked film anymore. 

Do you usually get a complete cut? 
I always like to get a complete cut at some stage. For 

instance, this week I'm working on Back to the Future II, 
and I have a complete cut of the film. But on Saturday, I 
will get a new complete cut and just about every cue I've 
written for recording the following Thursday has been 
recut. So, I have about 30 minutes of orchestral music for 
a 98-piece orchestra, and every cue has been recut. 

So, I'll have a day or so to make all of these changes in 
time to still proofread the scores and get them to the 
copyist in time for the music to be on the stands Thursday 
morning. That's what the business is these days. 
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Have you begun to use a 
• computer to wnte out your 

scores, or do you still write 
them out yourself? 

I do all my orchestral 
scores by hand on score 
paper. I do use the Auricle 
III software on the Yamaha 
Cl computer to lay out all 
of the timing business. That 
has been one of the most 
incredible additions to the 
film scorer's battery of tools 
to come along since the 
Knudsen book [a listing of 
click track data, tempos, and 
timings]. 

What about sequencer~ 
synthesizers, and drum 
machines? Do they play a 
role in your composition? 

When I do an electronic 
score, I do all of the per
formance myself. I work 
with a Synclavier system 
along with racks of other 
kinds of gear. But the Syn
clavier and its sequencer is 
the heart of the system. 

I did an all electronic 
score for No Mercy. And I 
did one for Clan of the Cave 
Bear as well as Flight of the 
Navigator. 

I've done some other 
scores where there has ei
ther been a great deal of 
electronic music or a com
bination of electronic and 
acoustic. Predator involved 
a lot of scoring with elec
tronics while working with 
a large orchestra. At one 
point, we had approxi
mately 40 tracks of elec
tronics running with a 90-

THE SCORING PROCESS 
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Silvestri works with orchestrator Jim Campbell. 

''The process can be cliff erent for 
every film, but the preferable way is to 
start very early on. Bob Zemeckis will 
of ten tell me at dinner about a film he's 
about to do-for instance, Who Framed 
Roger Rabbit? And then, as soon as he 
has a first draft or a shooting draft of the 
script, he'll send me the script. I'll read 
that and spend some time with Bob just 
talking about the film-even though he 
hasn't started to shoot. Then, with Roger 
Rabbit, I went to London and spent 
some time on the set with him while he 
was shooting, just to start to get the 
flavor of the film. 

"That's the best way. Since the film is 
a collaborative effort, success seems to 
depend upon the communication be
tween the people involved. The more 
time spent with the project and between 
the people, the greater the possibility of 
the composer achieving the director's 
goals for the film. 

'' Once the film is finished, or shot at 
least, and they get a fairly substantial 
cut, we usually sit down and spot the 
picture. For me, that's usually done at a 
KEM [a 35mm film editing machine] • 
with the director and editor. We go 
from reel one through the entire film 
and spot where music will begin and 
where it will come out. And the director 
usually talks about what he hopes the 
music will do for the film in these places. 

'' After that's done, the music editor 
will give me a set of spotting notes 
which list each piece of music with a 
brief explanation of what that scene is. 
Then the editor will go through each 
one of those sequences and provide de
tailed, timed notes of each scene. I usu
ally get those notes with footages, with 
reel times, and with SMPTE time code. 
Those are the notes that I work off of 
along with the matching video of the 
scene. Then the writing begins.'' 

piece orchestra live. That was pretty interesting. have entire scores thrown out. It all has to do with 
communication. It's very easy to think you're talking 
about the same movie and then find out that you're not. Doyouseethefullorchestralosinggroundorfadingout 

as synthesizers become more prevalent? 
I don't see the full orchestra being affected really. What 

I see being lessened is the smaller ensemble used on 
television shows. I see more and more use of electronics 
for those kinds of things. But full orchestras are still what 
you need to get that particular effect. 

Are there often creative disagreements between the 
director and the composer? 

Very often, no matter how big they are, composers will 
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What do you do when your views of the film are 
different than the director's? 

It can be a real problem. I've never thought that I was 
making a different film than the director. I think then 
you're just asking for trouble. I have found that I've not 
been working on the same scene as the director thought. 
I've not yet had the pleasure of having an entire score 
thrown out. I have had pieces of music thrown out and I 
have had to rework them. 
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n10,,ie, '' the ompo er ha to mu ter all the per pective he 
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c111()ti<l11,ll 111,1tt1rit, f r. 11111 cr-t be .. bl t ur,d r 

st.lrllj l1is <lr 11 '.'ir JJl~1 c i11 tl1e gr.111 I s ·}1 111c f tl1i l1ir1 

.. ,1llc(I (' 111<ltit r1 JlictL1rc. 
11( l1~1s t<> l , cl willir1g C 11d L blc rCWl11c: rl. ,., .. 11, t d) 11' 

111c,1n tl<lt "l1,1llcngir1g tl1c cL111tL i11. If y :->u re, lly feel u L 11 

cl <ltnf)l1sl1 tl1c clircctc)r's wi l1cs lJy goi11g cert, i11 wCJ 
witl1 the r11usic, y<>U l1ave ,l rcs()<..>rl ibility t tl1c 111u i , r1ci 
t<) y<)U r~c If tt) pre "en t that case tc1 the cl i rcct r. ,.l .. l1( t' w }1 t 
h c' s ask 1 n g y <) u for. 

It must also be difficiilt to reali/e that a tr1,ly u,~ce ,Jul 
film score is invisible, that all this work is not the fo<.'l, .. of 
the art f 01·1n but only an aspect of it. 

It can be. But at the amc time, every other rr1ember f 
the film-making entity i in the amc position. It' .. very 
much like orche tral playing. The ideal is 98 pieces in 
symphony orchestra playing together, not 98 ·oloi t , 11 
vying for separate fulfillment. The music is ju ta vc>ice you 
add to the whole.That's what the art form i all about. I 
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Music Study Publications 

Guide to lmprovisation/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 SaxophoneNiola 
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 $10.95 

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

handling charge and wnte 

Hal Leanard 
Publishing 

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

Milwaukee, WI 53213 
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Many music educators are using rock for 
purposes which distort its essence. 

by Robert 

K. Myers 

cross the country, rock 
music is finding its way into 
music classrooms. ''History 

of Rock" courses are bloo~ing eve
rywhere; and, increasingly, rock music 
examples are being included in tradi
tional theory/ analysis courses to il
lustrate cer,tain forms and/ or musical 
devices, or even to teach classics by 
playing, say, Emerson, Lake and 
Palmer's version first. In many cases, 
people are using rock for purposes 
which distort its essence. 

A segment tran
scribed from Van 
Halen's "Best of 
Both Worlds." 

, 
~ .. 
- I '" • . . 

' - ' 

characteristics which place this music 
outside the traditional Wester~-cul
ture aesthetic. 

I began to transcribe rock music a 
y~ar and a half ago. It started as a 
private study project; I wanted to learn 
more about rock, and from my study 
of jazz I knew that the best way to 
learn about a music was to transcribe 
it from the record. A few musicians 
and teachers I know do this; more 
should. Although it is laborious and 
time-consuming, the benefits are 
enormous in that one is working with 
the actual sound of the music, on a 
note-by-note basis. Sometimes I 
wonder if piano students wouldn't 

-
I - - • 

' 
' ) J 

, 

Increasing our popularity, attract
ing higher enrollments, luring stu
dents to classics with overblown 
"progressive'' renditions, and apply
ing traditional theoretical terms to 
rock music are often good-hearted 
but wrong-headed approaches. We 
need to consider rock on its own terms, 
which means that we must consider 
the aesthetic bases of this style. The 
sound of rock, the sources of its ar
ticulation, and certain societal con
siderations which feed it (and which 
it, in turn, feeds) are three primary 

'" 

'. ) 
Soh'lt fh; n5 (eAch .. ~\ oat + +-oui~ ~e -
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Associate Dean of Curriculum Robert 11~ 
K. Myers holds a Doctor of Music 
degree from Northwestern Univer-
sity. Portions of this article reprinted 
by permission from the Chronicle of ~ .. 
Higher Education. 
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k 11 \ .l 11 d l ,l l I t l I I fl I 111 ,1 \ l l .l I t 

~ 11.1 t ., l t t 1 , f l I 1 c, 11 ad t c tr ., 11 1 1 l t' 

tl 1 atl1 1 tl1.111 1t1st l,u i,1g tl1 111tis1 .... 

~ 11 11 tr ,111s I il,i11g, t lie let li11g t t 
l \ 11 t' I s 11 I I _,t 11 ~ • l \Jl ,\ I ()I) J i g 11 t 

l 1 ( ) I j l I 11 " ) l ' i l I , s l l l 1 l l l i I l g-i 1 1 LJ g C • 

'l , l ll • 1 s,, l l" g i 11 t , , 1 { • , I i z t I 1 I i f I t: r 
tll l' l,(t\\ 1t't"t1 till 11,ltt ,,,rittc11 ,111 I 
t l 1 s "l tJ 11 '-1 s t I , e , r "' I r ~ t' 1 1 t • /\ g t I i l • l r 
'-1,,,r ... l tl1.1t 111.1kt·~ )''.lt1r f.14..e riJll le .1t 
, 11 .11t·11.1 ,11, ,,, .111 l)l 11,,t.1tt:t1 ,vitl1 

t, ,, tlt' tl1tt'l' littlt 111.1rk, ()tl .1 st.1ff. 
l '1 l l' l l 1 I i l u l t ,, 1 ' t l l, 1 l 111 t l 1 C • l l t () f 

tt\111\l l tl)111g tl11, tllllSl( \\ l .. 1()\C {\<\ 7(.) 

t1f 1t, 111<.),t t11,t1tll't1, l' <.lt1.1l1t1c~~ tt\ 

<.)UJlti t1u,1l1t,1 ~1r1L1 1ts \t)u11(l le, cl, t)t 

lt)Ulitll'\~. 1t1 .. 1c,1l 11ot.1t1()t1, tl1c t1,1d1-

ti<)n.1l 111c.111 l)V \V l1icl1 ,vc r11u 1 ian 
C<)t11111un1c,1tc ,1111011g out el c , 011ly 
,1CCl)U 11t ~ tor 011e tl1ird of w l1~1t i ac 
tt1 .. 1llv l1.1ppe11ing i11 rock mu ic. Tran
--cribi11g be11cfit the tra11 riber, to be 
ure· but to u e tran cription to rep

re ent the e ence of rock without 
imultaneou acce to the actual re
ording i a hope le propo al. ound 

and loudne ( or timbre and ampli
tude) are two "unwritable" element 
in the mu ical poetic of rock. 

Uncertain Terms 
A I began to tran cribe my way into 
the music of James Brown and other 
black mu ician , I began to catch a 
glimmer of the musical manifestations 
of the African and Afro-American 
aesthetic which pervades rock music. 
Thi influence is almost always de-
cribed using Great Western terms 

such a "o tinato '' to denote the pat
tern-repetition which characterizes 
much of this music. 

In my transcription, however, I 
di covered that in actual performance, 
small variants appeared in a given 
pattern each time it was played. Thi 
made for an awful transcribing as-
ignment-I couldn't just write 

"repeats for sixty-four measures" 
becau e it didn't, exactly-but in 
taking the time to notate these small 
inflection to a ba ic shape, a part of 
the African ense of meaning, of con-
tantly having one' hand and breath 

felt in the continuous fabric of the 
mu ic, became vi ible and manifest. 
We need a base of understanding in 
thi largely uncharted area of influ
ence·-an epistemology, if you will, 
of the rhythm and voices of rock. 
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I 11 .1 d LI t t It r1 t , 11 111 1 1l1111 g r I LI 
I 111l1t11 ktll 111 a 111 l11t l1a1,l1,12 
.11 d ,111 d , 1 a r I l1 ll r c. I 111 g J r 1 'r • 111. 

1 ) ) I l b g 11 I .l I }11 S l ( I I C , I l l l t I l I cl l 

l 11 } l' ili l lcs,. 11 j Ii tcr1i11g, I, s 

s 111 l ) I • j l s 111. 11 s t. 1 l 1 I • t ) t r i t c I c 11 

r c k \\' } 1 , > 111 ] ( , tr I l I t I LI s t. " 1-1 1 Lt t, ' i 11 

1 I 1 i s 't 1 s e 111 • 111 s t I 1.1 t I , 1 g , · tl \ i t l1 
1l1lir t,1stt'~ .111LI \\',ls .111i ·cl ~1l(ll1g b 
tl1eir <lllll ti111e cr.1zc<.l 111.11111er. 

l\ stal1lc is lt11,1r1i111<llJ ir1 tl1cir 
111 .1i~t· tlf crt,1i11 b.111<.ls. 11e llf tl1c c, 
t l1 e ~ c x I> 1 \ t l >Is ( <) f l 9 7 ()-77), c l1 (11-

l t· 11 g cs (111, 111t1sic Lcr1tercd .1cstl1ctic 
~1rgt1111l't1t. Mu\1callv '>f)C,1king, tl1i 
b<111d w,1~ terrible. ) ct tl1cy were 

LI 11 tl e r1 1 ab l v one o f th c g r cat r <)ck 
b.1nd . 

Punk rock emerged in the '70~ ;:1s 
an e plo ive reaction to bubble gum 
pop and a kind of indu trially heroic, 
" afe" tyle of rock favored by record 
company executive . A key element 
of thi rebellion included the vehe
ment repudiation of certain oci-eco
nomic factors then prevalent. Thi 
negative mes age manife ted itself 
musically in the abuse of musical 
"value , " the use of rude text and 
manneri ms, and the avoidance of 
"proper" rock-star garb and spectacle. 

Simply put, a crucial element of the 
Sex Pistol's greatness as a band was 
their musical incompetence. This 
seem paradoxical to us musicians, 
and may put some of us off a little; but 
the interaction of a musical style with 
its surrounding societal context is a 
third important part of the aesthetic 
argument, and helps to explain why 
such a lousy band was so good. 

Learning by Doing 
In addition to all this listening, tran
scribing, and reading, there is per
formance. In the past, Berklee cer
tainly has not overlooked that aspect. 
Rock has been a part of our perform
ance options since the mid-'70s. In 
the current Five-week Summer Per
formance Program, each tudent is 
placed into a band according to stylis
tic preference. Some of these are" rote" 
bands, to be sure; but they are bands 
nonethele s, and most play publicly 
during the course of the program. The 
idea of learning through performance 
is, after all, a very traditional one, and 
method of putting it into practice in 
the curriculum are now under tudy. 

ll I 11g U J (1 <. U l l 

ti< r1 a I <..: • 111 I t 
Ill LI 11 11 11d I 1 

t 11 11 I tar t , d It ~I J 1 

cc () LI ) V " d 1111 1111 »' t 1 • I Ill 

I c r t. 11 e Jc z z 111 u I c 11 n c 
> 1r icler1t1t 11d pu11, 11 

t 11 i 11 g ) u J i cl C 11 ti i (; ti 11 w I tl1 ' . C • I 
I 11 ;)i11jczz1c1fcr111,r1 c<11dwr1t1r 

11 eel t l1c strc11gtl1c11ccl · (; thi h J 

11e11 ,<>thcrr1,usic I tyle willbcr11 re 
icle11tifi<1l1lc~ (111d in tL1r11 will gr w ir1 
clcptl1 <1r1ll e J">Crti c. 

'"("l1e f,1ct is tl1dt i11 c n1i11g ye( rs, 

111an)' of (>Ur cr1terir1g tL1de11t will le 
111<Jre experie11ccd in de li11g witl1 
111usic frl)m the st,1r1d1) i11t ,f s und 
i t ~ e] f, a I <) n c , n d i 11 s m , 11 gr u i , , n cl 
will be le · experienced in the written 
comm uni cat i c> n of mu i c. You r1 g 
mu icians are putting togetl1er i 11ter

e ting mu ic, demon trating their tal
ent and mu ician hip, with<>Ut bei11g 
able to read or write a lick of mu ic. 
The idiom of choice i rock or pop. 
Our challenge i to accept them and 
their mu ic without condescen ion 
(and putting them through "Mary
had-a-little-lamb" kill training i a 
form of condescension) and to lead 
them to universal competencie of 
literacy, performance, critical perspec
tive, and the ability to keep learning 
for the rest of their live . 

The Next Step 
A good thing for teachers to do at thi 
point to meet the" idiom of choice" of 
many new tudents would be to de
velop a repertoire of rock music and a 
basis of understanding it (and criti
cizing it) in terms emerging from the 
music itself. As professionals, our 
repertoire-our ready access to spe
cific content-should include ex
amples of a wide variety of styles, and 
not just those piece we find handy to 
illustrate "jazz cuff'' or "classical 
stuff," or pieces to u e condescend
ingly as negative examples. 

A repertoire is a start. As we de
velop a broad base of teaching com
petency in contemporary styles, we 
will once again be using our depth, 
our smarts, and our flexibility to 
"teach the unteachable" (remember, 
that,s what they said about jazz) and 
assure a leading educational role for 
Berklee for the next 50 years. 
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With proper habits and playing techniques, 
tendinitis can be prevented. 

by Steve 

Carter 

Spring 1990 

endinitis has become one of 
the most common complaints 
of guitarists and bassists. 

However, many players think they 
have tendinitis when, in fact, they 
have some other ailment. 

During my first 10 years of teach
ing at Berklee, I heard of maybe a 
half-dozen cases of tendinitis among 
students. In the past few years, more 
and more students have complained 
to me of tendinitis. Since word got 
out that I was researching hand prob
lems, several students a week have 
come up to me and said, ''I think I 
have tendinitis." 

Where did this seeming epidemic 
of tendinitis come from? What is the 
cause? Can tendinitis be prevented? 
Can it be cured? 

Tendinitis means inflammation of 
a tendon, resulting from overuse or 
straining. A tendon is a cord of white 
fibrous connective tissue that attaches 
the end of a muscle to a bone. The 
fibers of the tendon pass into the sub
stance of the muscle and into the 
substance of the bone. 

Associate Professor Steve Carter is an 
active guitarist/bassist in the Boston 
area. Article ©1988 The Miller Free
man Corporation. Reprinted by per
mission from Guitar Player magazine. 

Tendinitis means 
inflammation of a 
tendon, resulting 
from overuse or 
straining. 

ILLUSTRATION BY MARK ANDRESEN 

Most tendons are surrounded by a 
sheath called the synovial membrane. 
The sheath lubricates the tendon and 
allows it to slide smoothly over the 
surrounding body parts. Repeated 
motions can cause a swelling of this 
sheath, a condition called peritend-
• • • 1n1t1s. 
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T ndiniti 
·1 C 11d 11~ ti l 11g, • llt.l '' 11, t 
111011 111t1 1 1a11 all t 11~lir1itis i 11(,t 

I .:111 l 11 i1lf 1,llll1ll,lti{>11 (ll tll t "'ll lllll, 

but a sti ai11 ()tl t l1 111t1s'- Ir its ll. 'l t 11cl 
111iti il,l'.s l)\." tit t lll>ll '11, a11 I ir1 1 .11 t 

,1st s it l, 11 sig11,1l t l1e llfls l ll tll<.: 
1 I 1 ti 111. 1 t { ) i I ,1 rt l 1 r i t i s • l) i t , ( ) t I t I 1 i 1 1 k 

l l lJ I 11, l \ l l , \ \ l' l t' 11 t l t 1 l i l i S, 1 t • S l) C l l l) 

~t·t·k tllt'tlit.1l l1elrl. 

l\ttt llt), ti() \ 7 ()ll ktl{)'\ 11 \'l)tt ll,l\l' 

ttlltl111it1, 1 1\t t11,t tilt'\\ tlll)l()(ll\111,l' 

l)t' ,\\ .1gt1l' .. 1, ,l l()\\ ()f f lt·:1l)1lity. ·1·111, 
1, t)tlt' t)f tl1t· tl11r1g, tl1 .. 1t 111 .. 1kc cli.1g11t) 
,1,tl1ii1ct1lt. lu,1 '1,111" 11t·cc.i grc.1t flt .. t · 
l)1l1t,1 111 tl1c11 l1.111ti,, .111d t) tl1c\ .. 11c 
,t·11,1t1, c tt) tl1c ~l1gl1tcst tiff11c",. or11c 
tit)t'tt)t .. ' 111 .. 1, 11<.)t u11dcr t.111c.i guitar· 
1 t, ,, l1c) t1, t<.) e plain their n1p 
t<.)111~ b, ~ .. 1, ing, "M \ chop are down." 
Tl1L ,, 111a, thi11k th~1t the omplaint i 
i111 .. 1g111,1r, or merely and e cu e for 
't)me inabilit) to perform. More and 
more doctor , howe er, are begin
ning to pe ialize in "art medicine" 

,111cl k 11 )\ l1, t s 1111 tor11 tc 1 k 
l \I, , , l1. t gt1 st1011s to , sk , 11cl I, t 

t l1 .:1 , 1 l \ I S I 11 ,l I )1 • 11 • 

I 11 111 l l C , ll l C , S , t I l C 'fl l I l O I l'l 

111,l l) f1}lllt: lll ,,i< us: r,.1i11 clli11 , 
.111 Jr ll11 ss. tl

1 l1 ,ill"' 1~d l ell u u 

i1 11 , t I, r f < , r i':\ .1 r 111 , 111,, \' L) , \ ., r , 11, < , r , 
l ,, C 11 I l ) l l l l l I l ' t l l U l. } 1. I◄ c,\ ""l I ' W} l ,l t 

t , J) t: .111 t l d :-. g t (:' c ( l f l) . l i 1 1 , s ,v c 11 i r 1 g , , 1 11 cl 
• • 

retl11ess , ()lJ l1.1vc .111 <.lctcr111111 

"''l1c.:·tl1cr \'()LI 11,l\'L' ter1dir1itis ()!" S<l111c 

() t 1 l C J 111 () l) I t' 111 . 

I·\ c11 th()ugl1 tcr1<.l()J1 · ,1rc \'cry 
,tr()t1g, tl1e1 c,1n l)c (l,1r11agcd b wh~1t 
c.locto1 \ c .. 111 ''traun1a," ()r ~1 \uddc11 
l) l t) \-V • () 6 c car cf u l w 11 c r1 you arc 
n1oving heavy an1ps and pcakcr . 
Ren1c111bcr that the an1c arm that 

ou u e to lift the equipment mu t be 
u ed for the delicate and ubtlc mo 
tion of playing the guitar. 

Your general health al o affect 
your u ceptibility to problem like 
tendiniti . A regular program of exer
ci e, e pecially something that in-

SUMMING IT UP 

20 

T hink for a moment about the number of repeated movements in
volved in playing chord . Here' an example. Suppo e you are on a 

job playing rhythm guitar. For the sake of argument, let's say that you're 
going to play in 4/4 time, one strum for each beat. Take a look at how 
many chord you '11 play in just one gig: 

X 

--
X 

X 

X 

X 

--

1 chord per beat 
_! beats ~r measure 

4 chords per measure 
32 mea ures per chorus 
(once through the tune) 
128 chords per chorus 
4 choruse per tune 
(including olos) 
512 chords per tune 
8 tune~r et 
4,096 chord per set 
4 et __e_er g_ig_ 
16,384 chords per gig 

Imagine-over 16,000 chord in one gig! Flexing and relaxing the 
mu cles, tretching and shortening the tendons all those time in ju tone 
night! Multiply that by the number of gigs in a week, in a year, in a 
lifetime .... 

Thi may eem like an extreme example, but it isn't. If yoU:re playing 
funk, you'll probably be playing ixteenth-notes, forming and releasing 
chords not once per beat, but up to four time . And if you play triplets. 
.... Well, you can see my P?int: Playing chords on the guitar requires 
literally thou and of repet1t1on of hand and arm movements. And if not 
done correctly, thi can easily lead to physical problem . 
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-l1k i 11 I 

t I r v 
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Mi u e & Overu e 

I ti I 

a l r1 , 
,,d 11 1r1 I 

1 i U C i • I C ~ UC 11 t C. U ~ f t C ll cl I 111 

ti (_ 111 11 g u i t .. 1 r i t u 11 cl b u 

r11 .. ,1 11ltrc,1lizctl1t:t u rc11i u ir1 , 
y > LI 1 111 ti c I c <J 11 (1 t r., i 11 i r1 g u I t e 11 

d < ) 11 .. , b u t .. 11 c .. J e r i e 11 cc d t c u c }1 c r 
,11 i g l1 t b C ,lb} C t < p t l l1 C p I t bl ]11. 

trc1i11c(l d<>ct(>f r11i l1t ,il >be, bl t 

h c Ip. A rt s 111 c d i c i 11 c c Ii 11 i c r c 11 w 

u · i n g b i ( > f cc c.l lJ a c k (_1 r1 d v i Ll e t t-l I c > 

pcrf ormanccs t() l1e Ip r11 u ic i, 11 el i111 i 
natc ·trc · ·ful playing habit . 

()vc ru ·c c,1r1 ca u sc rn LJ cl c tr (j i r1 
that might appe, r to be tcr1<lir1iti . 
Herc' a ca c in point. ne "tu<lcr1t 
came to me with wh,1.t he tht)ughtw, s 

tendiniti . He had a large ·wellin 11 

his forearm, above the wrist. I Ie asked 
me three thing : If I thought it w 

tendiniti , where he could find a good 
doctor, and whether I thought he 
hould top playing. I gave him the 

phone number of Dr. Richard orri 
at the Braintree Performing Art 
Clinic, and then I a kcd him ome 
questions. I a ked if he had done any 
unusual amount or kind of playing 
recently. "Yes," he said, "I u ually 
don't do a lot of trumming, but la t 
weekend my friend and I played in 
the subway station, and I strummed 
chords for about six hours. A couple 
of days later, my arm tarted to swell 
and hurt. Now if I play at all, it hurts." 

The swelling in the tudent's arm 
was located right where a muscle 
passes from the back to the front of 
the fore arm, over a bone. I knew from 
looking at Gray's Anatomy and other 
books that there wa a muscle (prona
tor radii teres) where the student had 
his pain, and I uspected he had what 
was once called "lawn-tennis arm." I 
said to the tudent, "My gues i that 
you have simply overtaxed a muscle. 
Of course, I,m not a doctor, so see a 
performing arts doctor. Meanwhile, 
since that muscle hurts when you play, 
you hould either stop playing for a 
few day or find another way to play." 

I haven't seen the student again, so 
I don't know if my diagnosis was 
correct, but I want to explain what I 
mean by "finding another way to 
play," because I think this is essential 
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The Two-chord Workout (see page 22): Repeat each section four times 

to any guitarist or bassist who has, or 
thinks he has, tendinitis. All too of
ten, doctors unfamiliar with arts 
medicine tell patients with tendinitis 
to simply stop playing for several 
weeks. To a student with lessons to 
prepare or to a professional with gigs 
to play, this is devastating. Doctors 
familiar with arts medicine have a 
different answer: First, stop straining 
that particular muscle or tendon
stop playing incorrectly; second, while 
the affected muscle or tendon heals, 
work on other muscles; third, after 
resting for a few days, gradually work 
the muscle or tendon back into shape. 

The first step is to use a cliff erent 
set of muscles. Muscles and tendons 
are not clearly cliff erentiated; instead, 
the tendons blend into the muscle 
belly at one end and the bone at the 
other.Using a cliff erent set of muscles 
means using a cliff erent set of tendons. 

Since this student's problem was in 
the right arm, I suggested that he 
concentrate for a few days on the left 
hand. To start, he could simply work 
on chord fingerings, not strumming 
at all, and he could finger scales and 
arpeggios without picking. He could 
also work on hammer-ons, pull-offs, 
and slurs. Then, as the right arm got 
better, he could begin to strum each 
chord only once. Since his muscle 
strain seemed to be caused by overus
ing the wrist, I suggested that he try 
picking awhile with more thumb-and
finger motion, and then more motion 
at the elbow, using little if any wrist 
motion. Looking on the bright side, 
this student's bout of "tendinitis" was 
an opportunity for him to develop 
new techniques. 

Pressure Problems 
Excessive pressure in the left hand is 
another possible cause of tendinitis. 
Many guitarists think that playing the 

, guitar requires brute strength. This 
simply isn't so. Ease of playing comes 
not from strength but from leverage. 
I've had students who were so strong 
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that they could probably crush me 
with one hand, yet they couldn't even 
play a simple barre chord because 
they were not using the right leverage. 

Dr. Norris uses biofeedback tech
niques to help guitarists find the 
minimal left-hand pressure to pro
duce the notes. He connects electrodes 
to the hand and arm and measures the 
muscle exertion. Then he has the 
player gradually reduce the muscle 
pressure, monitoring the change with 
machines. He says that players are 
often amazed at how little pressure _is 
needed to produce a note or a chord, 
and are relieved to find that they don't 
really have to ''pushdown" as hard as 
they had thought. 

Be especially careful when you 
encounter a new chord voicing that 
gives you trouble. If you can't play all 
the notes clearly, your first reaction 
will be to squeeze the neck harder. 
Instead, try changing the angle of your 
left hand, wrist, or arm. 

Finger stretches are yet another 
potential cause of tendinitis. A lot of 
guitarists see the advanced players 
doing long stretches with the left
hand fingers, and decide to develop 
those stretches by sheer will power. 
So they stretch five, six, or even seven 
frets, ignoring the pain. 

Finger stretches must be developed 
very gradually. Start in the high posi
tions, where the frets are closer to
gether. Start by stretching the 1st fin
ger only two frets below the 2nd, then 
the 4th, two frets above the 3rd. Be 
very careful with single-note passages 
or chords that put the 2nd finger two 
frets or more below the 3rd, since this 
is something that most players' hands 
simply are not used to. Practice fin
ger-stretching exercises for a very 
short time less than a minute in a 
single practice session. 

In relation to finger stretches, it is 
especially important to learn to feel 
the cliff erence between fatigue and 
pain. You know what your legs feel 
like after climbing 10 flights of stairs. 

That's fatigue. It won't do you any 
lasting harm. You also know what 
your legs feel like when you squat 
down and try to lift something very 
heavy, such as an amp. That's pain, 
and it can cause permanent damage. 
Once you have learned to tell the 
cliff erence between fatigue and pain 
in your hands, wrists, and arms, never 
practice anything that causes you pain. 
A slight sense of pulling, such as you 
feel when you stretch just after get
ting out of bed in the morning, is 
normal. But pain, never. 

Building Stamina 
Another way that tendinitis can be 
brought on is by abruptly increasing 
the amount of your playing time: 
There's a big-time gig coming up, so 
you suddenly increase your practic
ing from a half-hour a day to four 
hours a day. If you must increase 
your daily playing time, do it gradu
ally, adding a few minutes per day. 

New repertoire can also put stress 
on your muscles in a different way, so 
practice sessions should be even 
shorter. Don't cram. Consistency is 
better than marathon sessions. 

The best way to condition yourself 
and build stamina is to practice fre
quently in short sessions. Start with 
20 minutes, three times a day, and add 
a few minutes every few days until 
you get to three one-hour sessions. It 
is possible to practice more hours, but 
you should never go beyond one hour 
in a single practice session. 

Stretching and relaxing are impor
tant to good playing. Rather than 
''warming up" at the beginning of a 
practice session with mechanical fin
ger exercises, take a tip from dancers 
and warm up with body motions. 
Before each practice session, gently 
stretch your arms, shoulders, and 
fingers. Extend your fingers, make a 
fist, roll your hands in circles to loosen 
up the wrist, and especially exercise 
the back (hairy side) of the f orearn1, 
because this is where trouble often 
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i hown on page 21. Pick two chord 
that ,Fou ha e trouble fingering. Set a 
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at two <)r thr cc pr,1c.t1cc \C i<.1n for a 
few day , grac.iually working up the 
tempo, and you'll never have trouble 
witl1 tho e chord form again. 

What' important in chi excrci c i 
that you u e the re t , during which 
your left hand i moving, to very care
fully watch that the fingering of each 
chord i efficient, u ing maximum 
leverage and minimum mu cle train. 

After working on the left hand for 
a few minute , concentrate on the 
right. Playing scales at a slow tempo 
and picking each note two, three, four, 
or five times gives the right hand a 
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tc11c.finitis but n1u 'Cle strai11 the tre t 

n1cnt may be ,1s sin11,lc ,l ,1 h )ft re t 

ma age., and maybe a couple fa pi 
rin. Tcndiniti · can be treated witl1 
phy ical therapy, nc)n ter<)id, I a11ti
inflammatory drug , corticoster<)id 

or in extreme ca c , urgcry. If <.1U 

have anything resembling ter1dir1iti , 

your be t bet i to ee a pcrf or111i n 
art doctor right away. 

A Dr. orri ay , "Your body i'" 
the in trument you use to pla )'our 
instrument. So take care of }'Our in
strument." J 

ALUM NOTES INFORMATION FORM 

22 

Full ame 

Addre 

City _________ _ 

D Thi i a new address 

La t 11ear you attended Berklee 

Prof es ional Addres 

CitY----------

Your title/role 

State ZIP Home Phone# 

------- Did you receive a □ Degree □ Diploma? 

State ZIP ____ Work Phone# ________ _ 

Plea e li t any profe,s i~nal activities, performances, recordings, notable music projects, awards, recognitions, 
or other events you d like us to know about (please print or type): 

D I am intere ted in learning more about the Berklee Alumni Representative program (see "BAR Report," 
page 28). 

Plea t send this form, along v..'ith an} publicit}', cl1pp1ngs, photo , or item of intere t to: 

Berk/et toda) 1
, Berklec ollege of ~1u 1<., 1140 Boyl ton trect, Bo ton, MA 02215. We look forward to hearing from you! 
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Compiled by 

Chika Okamoto 
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Keyboardist/arranger/com
poser Rob Mounsey '75 re
leased his first solo album, 
Dig, with Sona Gaia Records 
this January. 
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John P. Casey, Jr. '68 is 
president and co-owner of 
K&C Music Company. 
John has given clinics and 
lectures with the National 
Association of Music Mer
chandisers throughout 
Hong Kong, China, and 
Hawaii. He lives in 
Medford, MA. 

Alex Elin '69 is co-editor 
in chief of the jazz Report, 
a publication of Highland 
Jazz, Inc., in Newton, MA. 

Rita Burke '70 received 
the New Jersey Governor's 

Teaching Recognition 
A ward as ''Teacher of the 
Year" in 1988. She lives in 
Matawan, NJ. 

James L. Dean '70 has 
performed with the Joe 
Carson and Dave Aarons 
big bands and recorded with 
Claudio Roditi '70. 

Robby Merrin '72 served 
as musical supervisor/ orch
estrator for the stage and 
film versions of Little Shop 
of Horrors. 

Charles A. Bascome '73 
performs extensively as a 
freelance drumme'r in 
Sandy's Parish, Bermuda. 

J.C. Caianiello '73 is an 
active performer in Calif or
nia, an author of the book 
Guitaring, and a producer 
of guitar instructional vid
eos. J.C.'s first solo album 
is now in the works. 

Steven Michael Lowry'73 
is a music contractor with 
Top Shelf Entertainment. 
He recorded, performed, 
and contracted for the film 
Welcome Home, Roxy 
Carmichael. Steven also ap
peared as a principle in one 
scene, lip-syncing "Born to 
Be Wild.'' He currently lives 
in Venice, CA. 

Clarence ''Herb" Robert
son '73 has toured with 
Charlie Haden and his own 

• quintet. 
David Vose '73 is an asso

ciate professor of Ear Train
ing atBerklee. He produced 
a gospel video for Cheryl 
Moriarty entitled "More 
Than Meets the Eye." 

Arthur (a.k.a. Arturo) Cop
pola '74 has performed as 
the opening act for Buddy 
Hackett at the Riviera Hotel 
in Las Vegas. 

Jeffrey W. Guenther '74 
works as a freelance pro
ducer, engineer, guitarist, 
bassist, and programmer. 
He lives in New Jersey. 

Kim Cascone '75 is 
founder/composer for the 
industrial music pooject 
PGR. The project's most 
recent recording was re
leased on Silent Records, a 
label started by Kim in 1986. 
Kim also worked as an as
sistant sound designer on a 
TV pilot, ''Twin Peaks," 
directed by David Lynch, 
and as an assistant f oley 
engineer at Lucasfilm, Ltd. 

Chris Culver '76 is a Jazz 
Studies instructor at the 
University of Colorado. 

Hal Gold(stein) '76 has 
toured with Ron Wood, Bo 
Diddley, Martha Reeves, 
and the Rascals. 

Michael Cameron '77 is 
the music director for the 
Rhode Island Showcase 
Orchestra. Michael lives in 
Riverside, RI. 

Timothy C. Fuller '77 and 
his band the Tim Fuller 
Experience appeared on the 
Rhino Records album 
Hipster's Holiday, which 
was released last year. Tim 
lives in Oakland, CA. 

Richard Gibbs '77 scored 
the films Say Anything and 
Sweet Hearts Dance. He 
also played keyboards for 

Berklee to d a y 23 



I l I t I a 1 11 i 1 ,, 11 j 13 l> , 

ts i , I ,1 r1 d \\ as • 111 c, 1, 
l l'. I L) t 1 l l l) ,l 11 lj l ) i 11 g () 
1 ~ , ) i 1, g c • l{ i (' I 1 • 1 , ll i s l l I , 

1c11tl tl1"' 111l1si'-,,l lli1r" ltlr 
l "'l .. l1t "l~t,lll \ 11111,111 

S}ll )\\ n { J\ l Ill f l) Ill'{\\ ( )I k 
Janie Barnett '78 ,, .111 

, l l l l \ l' ~ l 1 i t ,1 r i $ t , l Ill t \ t l I <.. t l l) 
, 111 gt r i t 1 l'',, 't' l) t k ~ l 1 t • 

11.1, l)l'l f<)l"llll'tl '' 1tl1 Rtl kit· 
l.Jt<.:' )llt1c, <..)tl "S,1tt1rti,1)' 

1hl1t lJt\ l'" ,lllti \\ 1tl1 t l1e 
\,. 

gr <..'llf)' l l)11gl1<Jtl\l' .111<.i t 11.t' 

St1111l'111e ('{)Urt. l lc1 sclf
titlt."(l ,1ll)u111 <)f fc)lk/1 <)ck 
<) 1 i g 1 r1 .1 l s 1 .. 1 ,, .1 i l a l1 I c 

tl11 l)ugh 1~<)'' er Rccc.)rd . 
Andrea (Ricci) Cannon '78 

1 c ,1 d .. t h c co n t c r11 p o r a r 
111 1 t i a n n1 u i c gr o u p , 

My olumn will be 
hort a the mo t impor

tant new chat I have to 
cell you i li ted el e
where in chi i ue. Be 
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l1u1sl l 11ll Jim Cannon '77. 
·r·i,, Ii,~ i,1 11(}llSt()ll~ 'I~ . 

Benny Faccone '78 ~'t)t l s 
.,t /\ ", 1 1"' Ol'lls ,,,l1c1 t 11"' 
l1.1s lltl11r c11gi11l l ri11g \\'(Jrk 

, , 1 t 1 1 I I c r l) /\ 1 I · 1 t S t i 1 1 g , 
l\.1rl)r.t Strt·is.111<1, .111<.IJ.111 ·t 

J ,ll k \( lll. 
Peter Hume '78 l1, s l)l'C11 

.t gt1it,111,t Vv 1tl1 Mt·liss.1 
,1 .111 l 1 C \ t l' 1 \ 11 l l l' I <) 8 3 . 
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urt ,11 o ha Wl)rkcd a a 
upcrvi ing rnu ic ctlitor for 

let It Rzde, Tap, The 
Presidio, Hail, Hail, Rock 
n' Roll, and Young her-

DEVELOPMENTS 

Steven Michael Lowry ·73 

lock l !olmes. ( urt lives in 
Pacific Pali adc\, (JA. 

Edward C. Stefanov,Jr. '78 
play guitar in the l~lorida
ba ed band Murdok, which 

their music education. 
In a very pecial de

velopment, Burton and 
Patricia Greenberg have 
made a provision in their 
will enabling Berklee to 

~ carry on their interest 
~ by creating the Burton 
~ and Patricia Greenberg 
~ Jazz Scholarship fund. 
)> 

~ Stated Burton, "It gives 
~ us enormous satisfaction :z:, 

~ to know that a student 

ure to read the column 
from our new coordina
tor of alumni relation , 
Carrie Semanco '86, on 
page 26. I am very 
plea ed to welcome her 
aboard and expect that 
with her experience as 
an alumna and a Berklee 
admini tratoryou will see some innova
tive programming in the future. 

I am also pleased to be able to bring 
back reports from our first three unoffi
cial "clubs." You can read about our 
activities in ashville, Los Angeles, and 

ew York on page 25. Strong alumni 
support has been hown to develop our 
volunteer committees into club chap
ters. We are off to a great beginning and 
look forward to more events in which 
alumni network, socialize, and maybe 
even learn omething new. 

who may otherwise not 
complete her education will now be 
able to do s0." Their scholar hip re
flects their lifelong commitment to their 
beliefs: Burton has been a jazz patron 
since a young boy and Patricia ha ac
tively supported women's rights. Their 
fund combines their interest as the schol
arship will be awarded to female stu
dent pursuing jazz studies. 
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On the cholarship front, our new 
Alumni Scholarship Fund is off to a 
good tart. Our Parent Fund i doing 
even better, and it appears the fund will 
achieve new goal if early indication 
hold. I urge all alumni to help our tal
ented tudents stay in school and finish 

Berklee to d a y 

I have heard again and again from 
alumni that the Berklee education is the 
fine t in preparing students for their 
prof es ion al career . Your gifts are the 
corner tone of our eff ore to provide 
de erving young talent with that im
portant opportunity. Thanks to your 
genero ity, a few more of them will get 
the chance. 

-John Collins 
Director of Development 

j us t r c I e ~1 s c d i t e co 11 d , l -
bu r11 c>n I◄ I3M1 Records. 

Emil Viktor Viki icky '78 i 
director c>f jazz c(il1c, tior1 
in ( /ccl1c)--lovakia. l li 
album, II omage to jrJtln 

Mzro, received f avl)rable 
mention in down beat 
maga7ine. Emil Jive" in 
Prague. 

Matt Cornish '79 ha re
corded album with (.ul
ture lub, haka K.han, and 
Howard Jones and ha been 
touring off and on with 
Artie Shaw for five years. 

Mike DeMicco '79 played 
guitar on Heat of the Mo
ment, an album with Peter 
Erskine, and on Livingston 
Taylor' Life zs Good. 

Marc D. Finkelstein '79 i 
a vocal music instructor in 
the Tom River, J, public 
school sy tern where he was 
selected "Teacher of the 
Year" for the 1988-89 
school year. Marc received 
his ma ter' s degree in Crea
tive Arts from Rutgers 
University. He and his wife, 
Carol, have written and 
produced an original album 
for children, Everyday's a 
Holiday, on the Melody 
House label. 

Neil Levine '79 is presi
dent of Round the Globe 
Music, Ltd., and has worked 
with rap artists Doug E. 
Fresh, Easy-E, NWA, and 
the 2 Live Crew. 

Douglas 8. MacMillan '79 
• • • • 
1s a private guitar instructor 
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as well as a copyist and 
composer in the New Eng
land area. He lives in 
Amherst, MA. 

Jay Byer '80 owns and 
operates Byer Piano Serv
ice in Mendon, MA. 

John Cameron '80 is a 
member of the band Bim 
Skala Bim, which won the 
1989 Boston Music Award 
for "Best Reggae/Ska Act.'' 
The band's second album, 
Tuba City, was released by 
Celluloid Records. 

David Fox '80 works as a 
user support specialist for 
Kurzweil Music Systems 
and performs extensively in 
the Boston area. He lives in 
Allston, MA. 

Chris Klatman '80 scored 
recent episodes of the tele
vision series "Knots Land
ing," "Paradise," and 
"Dolphin Cove." 

Rick Paquin '80 recorded 
an album with his Boston
based band Push Comes To 
Shove, working with Greg 
Hawkes of The Cars. 

Robert James Searls '80 
is co-founder and director 
of Arizona Productions, a 
leading commercial music 
production company in 
Sydney, Australia. 

Marty Weintraub '80 co
founded Multimedia Mu
sic in Minneapolis. As part 
of the company's contract 
with PolyGram Publishing, 
Marty finds and develops 
new local talent and does 
production work. 

Brian Williams '80 works 
as a musician/ orchestrator 
in Costa Mesa , CA. 

Ralph Fava '81 has per
formed with Bobby Vin
ton, Debbie Reynolds, and 
Donald O'Connor. 

Katherine McVicker '81 , 
an alumna and former 
Berklee staff member, re
turned to campus to give a 
clinic in mid-October. 
Katherine is a professional 
singer, bandleader, music 
contractor, and booking 
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ALUMNI NEWS 
event. The party 
(read "bash") was a 
complete success. 
Facultywhohadat
tended the Song
writers Expo also 
stopped by to meet 
alumni and keep 

~ tabs on who was 
0 

~ doing what. 
~ Many alumni 
~ were surprised to 
("') 

~ find that old friends r 

==-----=----------'~ had moved to the 
Joe Smith '79 (left) and Casey Scheuerell '73 share a laugh and 
a beer with Percussion Dept. Chairman Dean Anderson (right) 
at the Nashville reunion. 

coast. Major net
working also was 
apparent as Berklee 

Berklee alumni met in several cities 
during music industry events to meet 
old friends and make new ones. All who 
attended recognized the valuable op
portunity for networking and consult
ing with fell ow musicians. A good time 
was also a primary goal. 

New York 
The largest gathering of alumni to date 
met in New York City. More than 150 
alumni, students, and friends of Berklee 
met at the Yamaha Communication 
Center at 57th Street, courtesy of Tom 
Sheehan '69, manager of the center. 
While the event was held in conjunction 
with the Audio Engineering Society 
Con£ erence, most alumni from the area 
came to the party to meet old friends 
and visit with faculty and staff from the 
MP&E and Music Synthesis depart
ments. 

President Berk honored guitarist 
Emily Remler '76 at the event, and 
Director of Development John Collins 
encouraged anyone interested in work
ing on developing a club to contact him. 
It appears that a New York club is on 
the way. 

Los Angeles 
In Los Angeles, more than 150 alumni 
spent a great Sunday evening at the Tape 
Complex West on Sunday evening, 
October 29-put together by a com
mittee of eight alumni, and assisted by 
Debbie DeForest '87, Kevin Dixon '85, 
and Ray DiLeo '82, who hosted the 

alumni realized the 
value of connecting with each other for 
professional development and job op
portunities as well as for fun. 

Nashville and Beyond 
While in town for the Percussive Arts 
Society's International Con£ erence in 
Nashville, the Development Office 
hosted an alumni reception where more 
than 25 alumni met with industry lead
ers and professionals. We hear that a 
couple of alumni even made job con
tacts at the networking event. 

In Berklee' s furthest reunion from 
home, Director of Admissions Steven 
Lipman '69, Dean of Curriculum Gary 
Burton '61, and BAR member Marcelo 
Braga '83 co-hosted an alumni recep
tion at the club Pichucco in Buenos 
Aires, Argentina on December 8. The 
reception was held in conjunction with 
Burton's three-day improvisation clinic 
in the area. 

Future Plans 
Back in the States, planning is under

way for the next Nashville event. An 
'' Alumni Songwriters Showcase" will 
be held at the Cockeyed Camel in March 
when the National Songwriters Asso
ciation hosts its annual conference. The 
event promises a great show and a good 
time. Alumni in the Nash ville area will 
be receiving invitations soon. If you are 
from another area but would like to at
tend, please give the alumni office a call 
at ( 617) 266-1400, ext. 4 79, for your in-

• • 

v1tat1on. 
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CLASS CONNECTIONS 

\X1l1c.:·11 1 tl1i11k (.)f till' 
\' l' ,\ l \ l \ t ll tl l C ll .l t 
l~t't kit,~·, ()tlc \\'<)t t1 .11-
\\' (l \ \ Cl)llll' t t) 111 i llti
l'lll"'f g, . s ,1 tt1ticnt, I 
l1 t' g ,111 t t) r c o g 1111 c the 
ki11c.i ot raw cnerg' that 
t c1c,1tcd wl1e11 any 
grt)Up ot talented and 
co1nr11itted people trive 
to,"''ard a common goal. 

Alumni Relation 
oordinator, I hope to 

rekindle that ame en
erg)? in Berklee alumni by reacquainting 
them with Berklee and by li tening to 
what they have to ay. 

While the Alumni Relation Office is 
ju t taking it fir t tep , a lot of legwork 
ha already been done. Berklee today is 
up and running, coming to you three 
time each year. The Berklee Career 

etwork i al o coming together, offer
ing tudent the opportunity to meet on 
an informal ba i with alumni and other 
profe ional affiliates in their chosen ca
reer field. Alumni also have access to a 
wealth of career-related videos, texts, 
periodical , cassettes, and free handouts 
in the Career Resource Center. 

If you are planning a trip to Boston, 
come back and visit the Berklee campus. 
Alumni willing to return to Berklee may 
be invited to speak as part of the Berklee 
Alumni Workshop Series of in-class 
vi it and workshop presentations. 

Alumni Club development commit
tee are forming in Los Angeles and 

ew York and are in the works for 
Bo ton and everal other major cities. 
The e clubs not only provide social, 
networking, and educational opportu
nities; they al o allow alumni to give 
ome feedback to the college, keep in 

touch with current college activites, and 
off er uggestions for new programs. I 
encourage any alum who want to join 
an exi ting club or tart a new one in his 
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<)r ht·r ,1rc"1 t<) let 111c 

kn<lW. 
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Na s h vi l ) c f <) r ~ A 1 's 
o n g w r i t i n g S y rn ~., o -
ium on unday, March 

I 18, you won't want t<) 
-0 

~ mi the "Alumni ong-
~ writer Showca e" at the 
-< 
~ ockeyed amcl. Be 
~ ginning at 1 :30 p.m., the 
~ event will feature a pro-
~ gram of hot ashville 

alumni and promi e 
great music and a good time. 

In addition to developing and ex
panding all of the programs I have men
tioned, one of my priorities i to regain 
contact with "lost" alumni. Musician 
are an itinerate group. Keeping track of 
all 20,000 Berklee alumni can be mind
boggling. 

With help from our friends in the 
Office of Information Systems, we 
should be on-line with a new database 
and improved record-keeping software 
this spring. You can do your part by 
sending us your new address and phone 
number when you move (see form on 
page 22). We are also planning an Alumni 
Directory to help alumni contact class
mates and old friends and to aid in net
working. 

All in all, it's an exciting array of 
events, activities, and new program . 
But it is only the beginning. I feel that 
our alumni deserve more than just an 
occasional cocktail party.We recognize 
that each of you comes from cliff erent 
periods in the college' hi tory, and you 
each have different needs. 

With your help and suggestions I 
hope to continue strengthening 
Berklee's national and international 
reputation and find new ways to serve 
our alumni. 

-Carrie Semanco '86 
Alumni Relations Coordinator 
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Frederic Boyle '84 I ·r 

f )r111 wit~l tile be 11d ,..J ◄ ri d, 
ncl l1,1 r)eJ f )rt11cd j 11 '.J•<µV 

V "'g ~ a 11 d A t I a 11 tic i t , 
with the J>J~ tter tl1c }1ir 

r c 11 s.. 13 <J b l) y R y (i c 11, , \ r 1 I 
Joh n n y 1~ i 11 <)ts > r 1. I ◄ red 1 iv es 
in 1::ranklin MA. 

Don Breithaupt '84 i re -
tivc director of Jreen I ol
phin Mu ic. I on wrc)te a11cl 
co-producedthe inglc"It 1 

a Wonderful Life'' l)y Rikki 
Rum ball, which climbe(l the 

anadian adult/contcmp<)
rary chart . He live in 
Hamilton, Ontario. 

Tony James '84 ha re
corded with pop inger 
Brenda K. Starr and i cur
rently the drummer in 
Cyndi Lauper' band. 

Spencer G. Mullins '84 i 
a co-founder and keyboar
dist of the band Syncro 
System, a "world beat,, 
band ba ed in Atlanta. 
Spencer al o play key
boards on numerou reg
gae recording for Tech
sound Studio in Atlanta. He 
lives in Marietta, GA. 

David Singley '84 toured 
nationally with Perry 
Como and was the first 

. ) 

person to receive a master 
degree in Jazz Studies from 
the University of Indiana. 

Stefan Traub '84 was twice 
nominated for the German 
"J azzprize" as a vibist. He 
has recorded with Alphonse 
Mouzon and Hal Galper '59 
and is a member of the band 
Pierre Moerlen's Gang. 
Stefan lives in Worms, 
Germany. 

Tony Brophy '85 plays 
with the big band at Musi-
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RANDY KLEIN '71 RECEIVES BMI FOUNDATION AWARD , 

Berklee graduate and gifted 
composer/pianist Randy Klein '71 
has learned that his work-in
progress, I Don't Do Club Dates, 
has earned him the coveted BMI 
Foundation Special Grant. 

His musical theater work, a col
laboration with librettist/lyricist 
Isidore Elias, has not only received 
high praise from renowned com
poser Stephen Sondheim, but it is 
the first musical theater work ever 
funded by the BMI Foundation. The 
eagerly anticipated work will be 
completed early in 1990. 

by Alma Berk 

No stranger to the theater music 
field, Klein has enjoyed extensive 
exposure on off-Broadway stages. 
The 1980 production of It's Wilde, 
for which he wrote and orchestrated 
the music and lyricist Burton Wolfe 
wrote the book and lyrics, and his 
showcase production of The Trees 
in 1985 were very well received by 
theater goers. 

of appreciative students. with Jackson as music director for 
her world tour. • 

During a recent visit to Berklee, 
Klein presented a two-hour semi
nar entitled "Composing for the 
Theater" to an enthusiastic audi
ence of Berklee Songwriting ma
jors. During the seminar, he de
tailed the different techniques 
employed in theater and pop song
writing and shared aphorisms and 
anecdotes from his successful com
posing career with the packed house 

In 1971, upon graduating from 
Berklee College of Music with a 
degree in Music Education, Klein 
was invited to join the prestigious 
Berklee faculty as an instructor of 
piano, ear training, and harmony. 
Moving on to New York in 1973 to 
devote his full energy to writing, he 
composed a string of R&B songs 
which were recorded by Spring/ 
Polydor artist Millie Jackson. He 
received gold records for ''Feelin' 
Like A Woman" in 1978 and for 
''Get It Outcha System'' in 1979, 
while continuing his collaboration 

In a diversified career which has 
spanned nearly two decades, Klein 
has also authored the hit song 
"Lookin' for Love'' for Candi Sta
ton, and a number of highly suc
cessful tunes for Australian vocalist 
Simon Gallagher. The multi-faceted 
Klein has recently recorded two 
albums of synthesizer improvi
sations: Spacial Glacier and While I 
Was Waiting, both co-produced 
with engineer/programmer Robert 
Harari. Klein's next work will be an 
album of piano improvisations. 

cians Institute. Tony also 
has per£ ormed with 
Tommy Tedesco. 

Andrew Harris Burton '85 
plays keyboards with the 
Warner Bros./Reprise re
cording group Grace Pool. 
The group's second album 
is due out in spring 1990. 

Bruce Carroll '85 released 
his first recording, Nursery 
Rhymes for the New Age, 
and is finishing up three 

' more recordings through 
his own Jazzy Toy & Rec
ord Company. Bruce also 
works as a consultant and 
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software designer. He lives 
in Concord, MA. 

Carl Franklin '85 recently 
sang on the Nashville Net
work program ''You Can 
Be a Star." 

Paul Godwin '85 has 
composed and produced 
music for Reebok, Mer
cedes, and Subaru. 

Eddie Horst '85 has writ
ten, played, and recorded 
music for several Geraldo 
Rivera specials, films for the 
state of Georgia, and com
mercials. Eddie currently 
lives in Atlanta, GA. 

Thomas Ketterer '85 
works as an electrical main
tenance technician at Capi
tol Records in Hollywood. 

Carlos Antonio Merri
weather '85 is founder and 
president of Solrac Produc
tions in Louisville, KY. 

Paul Gerald Presson, Jr. 
'85 is a freelance musician in 
Los Angeles. He has re
corded an album with Paul 
Pope, Robbie Rist, and the 
Tower of Light Beer 
Rhythm Section on Bur
bank Records. 

David W. Wetherell '85 

C 

has engineered projects 
with David Coate, Patti 
Hale, and John McHenry 
for an independent Chris
tian label. David also has 
worked as producer/engi
neer for composer/pianist 
Karen Green '76. 

John Campos '86 pro
duced and engineered the 
album That Kind of Man 
which won the 1988 down 
beat Outstanding Jazz 
Vocalist award for Fadel 
Shukry. John also engi
neered for Gold Company, 
a Western Michigan Uni-
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BAR REPORT 
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l lc1gl1 t , J, .1ttc 11dcd Bcrklcc from 
t 9..,5 77 .. 111d l1a been an acti c BAR 
111c 111bcr for i · ,,ear . Glenn ha toured 
tl1e United "'tate a a tromboni t for 
·licl1,1el Ja k on and the Jack on Five 

.. 1r1d toured Europe with ammy Davi , 
Jr. ar1d 1el Torme. From 1978-81 he 
\"\.·a the lead tromboni t and manager 
for the Budd Rich Band. Currently, 
Glenn i the lead tromboni t, arranger, 
and contractor for Harbor Light Mu-
i . He al o own and manage Profe -
ional Tax Ad i or , a tax ervice for 

mu ician and actor in ew York City. 
A a BAR member, Glenn visited 11 

high chool la t year, and represented 
Berklee at the ew York Bra s Confer
ence and ew Jersey Mu ic Educators 
Convention a well a other high school 
jazz fe tival and college fairs. 

Ron Bergin '74 of Evanston, IL, re
cei ed two degree from Berklee·-one 
in Mu ic Education ('74) the other in 
Audio Recording ('82). After teaching 
mu ic for nine year in the public schools 
of ewton, MA, Ron decided to return 
to chool and earned a ma ter' s degree 
in Art and Entertainment Management 
from Columbia College in Chicago. Ron 
i the author of the book Sponsorship 
Prznczples and Practices (Billboard Pub
lication ) and currently work for PS 
Production , a hicago-based event/ 
entertainment marketing agency. 

A a BAR member, Ron ha been 
in trumental in recruiting high chool 
bra and woodwind player for the 
Berklee Wind Scholar hip tour, which 
audition tudent in five citie aero 
the United State , including Chicago. In 
addition, Ron has represented Berklee 
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Kathy Sheppard '81 , f 
1,1)'\V()()tf, J, }1.1 l)CCll 

i11 tl1e 13A I{ i)r<)grar11 f<>r 

tl1rcc c.1rs. After recciv
m i11g l1cr c.iegrcc ir1 I>cr-

ft)r111anLc, K. .. 1tl1}1 t<.>ured 
(.,a11at!,1,1s .1 kcyl)<lardist/ 

, oc,1li tin an all-girl original rock band. 
In contra t to that tour, she also stutiicd 
cla ical piano for 12 year with the late 
compo er/mu icologi t onrad Wolff. 
Kathy' other performance experience 
include tudio c ion on jingle for 

oca- ola and Exxon a well a vari
ou indu trial film . Kathy al o teache 
privately and in 1986 taught at the 
Teaneck Art Magnet Mu ic School. 

A a BAR member last year, Kathy 
vi iced 29 high school and repre ented 
Berklee at the Suffolk County College 
Fair in Long I land, Y, and the Mead
owland College Fair in New Jersey. 

Doug Roerden '83 of Minneapolis, 
M , graduated Berklee with a degree in 
Jazz Composition/ Arranging. Doug 
currently works as a Product Special
ists at Coda Mu ic Software where he 
co-design new products. 

As a BAR member, Doug visited 16 
high schools last year, assisted Berklee 
Admissions staff at the Minnesota 
National College Fair, and this year 
traveled to Na hville to represent 
Berklee at the Percus ive Arts Society 
Convention. 

We are alway happy to hear from 
fellow alumni who are intere ted in 
haring their experience and knowledge 

with high chool music tudents. What
ever stage you have reached in your ca
reer, you can offer valuable insight on 
Berklee and the challenges of the music 
indu try. 

If you would like to receive an ap
plication and further information about 
the BAR program, plea e fill out the in
formation form on page 22 and check 
the BAR information box. 

-Rich Adams '82 
Alumni Admissions Coordinator 
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Frederick Townsend 
Spackman '86 i 11 tior1 I 
·ales director f r Jpl1 
1 11 t c r n ,l tit> n, I Rec rd cl i 
tribute<l b)' 1: 1A/ ,tpi
tol. l]c lives in l1e ter 
pring , f> A. 

David Lincoln Brooks '87 
appeared a a pi" ni t ir1 tl1e 
film !Jost Angels.David ,1] <.1 

performed on the ord-
trom department tore 

chain' hri tma albun1, 
Celebrate the eason., with 
seven other piani ts. 

Charles H. Butler '87 i a 
popular producer of com
mercial jingle and video 
cores in the ew York 

area. He ha produced more 
than 200 piece for local and 
national client including 
DuPont, McDonald , and 
Reebok. Charle 1 cur
rently compo ing mu ic for 
the major TV network and 
co-producing a heavy
metal group. He lives in 
Somerdale, J. 

Thomas Callahan '87 live 
in Brooklyn and works at 
Platinum Island Recording 
Studio in Manhattan. 

Mark Cohen '87 co-owns 
an independent record 
company pecializing in rap 
and urban dance music. 

Gerald Michael Hender
son '87 works as a produc
tion assistant for "Enter
tainment Tonight" and as a 
f reeiance video sound man 
for HBO, VH-1,andMTV. 
He lives in New York City. 

Deanna Hewitt '87 is an 
assistant engineer for 
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She was born Clara Veseliza, but 
Clair Marlo '80 got tired of spelling 
• 1t out. 

"Nobody ever said my name 
right. They were always calling me 
'Clair.' So I said, 'Okay-it's now 
Clair.' And Vaseliza got to be too 
hard to spell." 

With the help of her brother, she 
settled on Clair Marlo. A short time 
later, she signed with Sheffield Lab, 
recorded an album (Let It Go, re
leased last July), and watched as it 
received airplay on AO R, jazz, pop, 
and New Age stations. 

Now Marlo is writing a new set 
of songs for a follow-up release, 
which she will begin in June. She 
also has started her own venture, 
Bop Productions, with friend and 
fell ow Berklee alumna Wendy Levy 
'88, who specializes in film and tele
vision production. Already, the 
company has signed singer/guitar
ist Steve McClintock, who has writ
ten a number of songs for teen singer 
Tiffany. Bop Productions also is 
building a 24-track studio. 

Ask Clair Marlo what got her 
interested in music, and her reply 
might surprise you: "Polka." But 
she's not kidding. Marlo's parents, 
born in Yugoslavia, encouraged her 
to learn the accordion when she was 
6 and taught her to play and sing 
Balkan folk songs. 

CLAIR MARLO '80 

Marlo quickly expanded her 
musical horizons beyond polka. She 
studied classical piano at Queens 
College, trans£ erred to Berklee to 
study contemporary music, and 
played in various bands. She also 
began making contacts in the rec
ord industry, among them producer 
Steve Hoff man. For Hoffman she 
arranged and completed many of 
the unfinished tracks of Harry 
Chapin's last, uncompleted record
ings. The compilation was released 
in 1987 by Dunhill Records as 
Remember When the Music. 

Marlo's own music centers more 
on personal relationships. She says 
she occasionally feels guilty for not 
writing about political and social 
issues like Chapin did. But, as she 

says, you could '' spend a lifetime 
just writing about one relationship.'' 

That is why Let It Go features 
such moving, anguished ballads as 
"Without Me," a description of the 
breakup of her marriage. That song 
and six others on the recording are 
originals. The four cover tunes also 
deal with relationships as they show
case Marlo's flair for arrangement. 

Marlo uses plenty of synthesiz
ers on Let It Go-and she makes no 
apologies for doing so. In fact, the 
synthesizer is one topic that stirs up 
this otherwise easygoing songstress. 

"I had someone ask me in Bos
ton, 'Are you going to do a live 
album?' I said, 'This is a live album.' 
[It was recorded live to digital two
track.] And he said, 'No-I mean 
with real instruments.' That really 
insulted me, because the synthe
sizer is an instrument in itself. A lot 
of synthesis ts use it effectively ,.and 
understand it. Then there are a lot of 
people who don't-who come up 
with cheesy sounds. 
' "I love synthesizers. The people 

who don't want to hear it can stay 
snobby. If they don't want to hear 
synthesizers, they don't have to lis-
ten to me. 

,, 

-Larry Canale 

Larry Canale is a New Hampshire
based music critic and writer. 

Dreamland Recording in 
Bearsville, NY. Her credits 
include Office Chatter, a 
sound effects tape for the 
home office. 

Tamas G.K. Marius '87 
works as a recording engi
neer and instructor at Full 
Sail Center for the Record
ing Arts in Orlando, FL. 

Joshua Rubin '87 teaches 
at the Professional Music 
Association and the 
Caldwell Studio of Music. 
Joshua also leads his own 
group at the Angry Squire 
in New York City. He lives 
in Montclair, NJ. 

recipient Dave Grusin. Jo
seph now works for Grusin 
as an assistant recording en
gineer for GRP Records. 
Recent credits include the 
motion picture soundtrack 
album to The Fabulous 
Baker Boys. 

Nash ville market. Kevin 
also works extensively as 
an independent engineer. 

Jason Vogel '88 is an as
s is tan t engineer with 
Greene Street Recording in 
New York. Recent assistant 
engineering credits include 
recordings with Run
D.M.C., Public Enemy, 
Riot, and Vanessa Williams. 
Jason lives in Brooklyn. 

Jeff Michne '87 recorded 
at RCA Studios with the 
Terry Winchell Band, an 
original rock band perform
ing in and around New 
York City. Jeff also has 
performed with the Tom 
DePetris Jazz Quartet fea
turing Michael Amendola. 
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Patrick Smith '87 engi
neered Bran£ ord Marsalis' 
Royal Garden Blues and 
Renaissance, as well as 
Wynton Marsalis' Live at 
Blops Alley, and New Kids 
on the Block. 

Joseph J. Doughney '88 
was among the class that re
ceived Berklee degrees from 
honorary doctor of music 

Robert G. Lehmann '88 is 
currently a studio engineer
ing manager at the Wolf man 
School of Music in Arling
ton, MA. 

Kevin John Twit '88 is a 
guitarist and engineer for 
David Mullen and One 
Blood. The band's new 
album on Warner Bros., Re
vival, is doing well in the 

Fawn Field Drake '89 re
corded a single to benefit 
patients with AIDS, which 
she wrote and performed. 
Fawn also is planning to 
record her ballads with 
Arista Records. 
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Notes from 
music industry 
conferences, 

• 

conventions, 
and confabs 
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I· ~1ch \ c .. 1r, Berk lee fac
ult\ ar1(i \taff attc11d a multi
tude of n1u ic ir1d u tr\' and 
educational convention , 
yn1po ium , conference , 

and e1ninar . " hop talk" 
i a forum for their over
view and impre ion of 
the e majorindu try event . 

Audio Engineering Society 
October 10-21, 1989 

ew York, Y 

The October AES of
fered a wide variety of tech
nical papers and exhibits for 
the audio professional. 
Highlights of the confer
ence included an extended 
eries on "Optimizing the 

Listening Environment." 
This was a convention-long 
series that attempted to 
encompass the full range of 
possible listening environ
ments and the theoretical 
underpinnings of each. 

A session on fiber optics 
posed some important 
questions concerning the 
future of communication 
technologies. The talk con
centrated on the advantages 
of transmitting audio inf or
mation in the digital realm 
via fiber optic cabling. Pri
marily, the advantages over 
more traditional method 
center around di tance ca
pabilities, low noise/inter
ference capabilitie , and 
flexibility in use with mul
tiple data formats. The pres
entation also discussed the 
new MADI protocol. The 

Multi-ch~1nncl Audio l)igi
t a I I n t e r fa c c a 11 o w · f <) r 
tran mi ion of up to 5() 

channel of digital audio 
ignal (bidirectionally) 

over a ingle fiber optic 
cable. Thi would allow for 
interconnection of audio 
equipment between tudio 

A U D I 0 

® 
and labs, and would move 
us closer to implementing 
the concept of machine 
rooms-where bank of 
audio gear such as tape 
machines, synthesizers, ef
fects devices, etc., would be 
accessible to individuals in 
various remote locations. 

The entire industry 
seems to be looking for a 
digital audio work tation 
which will allow digital 
recording, mixing, editing, 
and mastering, as well a 
sound synthe is, sequenc
ing, and sampling. NeXT 
Computer believes that its 
architecture will be the 
hardware platform which 
will emerge a that work
station. Powerful comput
ing through the computer's 
Motorola chip set coupled 
with two custom VLSI 
chips allow for true multi
tasking in the audio envi
ronment. 

De ~Ji tc e ... j~' }1 J)C 

for t l1 c f u t LI re ,l v a t 111" j > r 
j t y of the f) -bascc.i digit 1 
a u c.l i o w o r k · ta ti o 11 p re -
scntcd at the hc>w were 
Macinto·h-ba ed. Ad
vanced digital auc.lio w rk-
tation from cw I~ngla11d 

D i git a I , I) y Ax i s, a n d 
Symctrix use the Mac a a 
front-end controJler device. 
Add-on product uch a 
DigiDe ign,5 ound Tool 
are beginning to unJock the 
potential of the Macinto h. 

Yamaha unveiled the 
new SY77 syn the 1zcr, a ix 
operator FM instrument 
which includes digital con
volution filters, sampled 
sounds in ROM, digital 
reverb, and a powerful se
quencer. Roland showed 
more enhancements to the 
operating system of their 
new ampler, the S770, 
which promi es to be a 
powerful player in 1990. 

A session on" Education 
in Audio,, tressed that 
getting tarted in the field is 
not necessarily dependent 
on specific hardware opera
tion skills. Presenter agreed 
that knowing what buttons 
to push is a very small part 
of what it takes to have a 
successful career in audio. 
A knowledge of the basics, 
good interpersonal skills, 
motivation, and literacy 
were cited as essential. 
-David Mash, Chairman, 

Music Synthesis Dept. 
and David Moulton, 

Chairman, MP&E Dept. 
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Music and Entertainment 
Industry Educators 
Association 
October 20 & 21, 1989 
New York, NY 

TheMEIEA Conference 
seeks to bridge the gap be
tween education and the 
music industry as it at
tempts to develop music 
industry education pro
grams in American colleges 
and universities. 

Highlights of this year's 
conference included a dis
cussion on "Critical Think
ing in the Music Industry 
Education Classroom" by 
Tim Hayes of Elmhurst 
College in Illinois. Hayes 
discussed ways in which 
educators can adapt vari
ous learning theories to 
music industry instruction. 
Hayes believes that the 
interactive classroom is 
most effective in stimulat
ing the maximum in cogni
tive learning. 

Some interactive class
room concepts mentioned 
were: 1) that the main focus 
is on thinking together; 2) 
that participation is easy; 

and 3) that the use of writ
ing captures the essence of 
individual lessons learned. 
Hayes felt that music in
dustry students should be 
involved with directed 
study projects to present at 
conferences; that they 
should be taught to analyze 
recording contracts; and 
that students should be 
involved in the preparation 
of examinations. 

A panel of music indus
try leaders offered com-
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RITERS 
EXPO 

Los Angeles Songwriters Showcase 
Songwriters Expo 

discussed their song, '' All This Time," 
which became a hit for Tiffany. Their 
belief in the song led them to purchase it 
back from Welk Music Publishing where 
it had been on file for seven years. Also 
on the panel were Michael Jay, writer of 
the Martika hit ''Toy Soldier," and Cal 
Curtis, author of .38 Special's "Second 
Chance." The panel stressed belief in 
self, stick-to-it-iveness, and awareness 
of the current music business as keys to 
success. 

October 28 & 29, 1989 
Pasadena, CA 

The Songwriters Expo is an annual 
two-day event sponsored by the Los 
Angeles Songwriters Showcase. It brings 
together songwriters, record produc
ers, music publishers, and educators in a 
variety of seminars and networking op-

• • 
portun1t1es. 

The keynote address at this year's 
expo was given by Joe Smith, president 
and CEO of Capitol-EM! Music, Inc. 
He made it clear that these are difficult 
times for the creative artist due to cor
porate conglomeration. Record com
panies are reluctant to take chances on 
new artists with the specter of huge 
corporate buy outs such as Sony's re
cent purchase of CBS. 

A panel discussion entitled "Break
ing Through'' discussed the elusive first 
''breakthrough'' for an aspiring song
writer. Steve McClintock and Tim James 

In addition to the various clinics and 
panels, the Songwriters Expo offered 
two events which gave the songwriter a 
chance to have his or her songs heard. 
During the ''Song Evaluation," profes
sional publishers commented on the 
strengths, weaknesses, and commercial 
potential of songs submitted. During 
the "Pitch-a-thon," record company 
representatives and record produc~rs 
listened to songs submitted for particu
lar artists. 

ments on the skills and 
knowledge needed for to
day and tomorrow. Tony 
Bongiovi of Power Station 
recording studios empha
sized that honest and hard
working business people are 
sorely needed to work with 
artists, take care of paper
work, clear copyrights, and 

• 
negotiate contracts. 

Evan Lamberg, who 
heads the publications de
partment at Jobete Music 
Company, stressed that the 
internship is the most im
portant factor in gaining a 
foothold in the music in
dustry. Such internships 
off er free labor for the 
employer and important 
experience for the intern. 

The conference wit
nessed the growing need for 
trained business profession
als in the music industry 
and suggested that higher 

-Jack Perricone, 
, Chairman, Songwriting Dept. 

education programs may 
prove invaluable in meet
ing that need. 

-Larry McClellan, 
Chairman, Professional 

Education Division 

131st SMPTE Technical 
Conference and Equipment 
Exhibit 
October 21-25, 1989 
Los Angeles, CA 

At this year's SMPTE 
Conference (Society of 
Motion Picture and Televi
sion Engineers), 179 papers 
were presented by authors 
from 13 countries. New 
technologies on the exhibit 
floor emphasized the grow
ing coexistence of film and 
video technology. A tour 
of the floor showed a con
tinuing trend toward inter
action or interconnection of 
the two media, especially 

with film editing equipment 
manufacturers. The latest in 
digital editing systems have 
included interlock features 
with 16/35 mm film, most 
video formats, other audio 
sources like DAT and CD, 
and MIDI. 

One reason that film 
sound is still a relevant 
medium with all the ad
vances in audio could be 
the substantial investment 
so many companies have 
made in film equipment. 
Another reason could be the 
comparatively low cost of 
such equipment and its 
"user familiar" operation 
for film professionals. 

Exhibitors at the conven
tion included KEM Editing 
Systems, Steenbeck, J&R 
Film, CTM, Timeline, Inc., 
and Solid State Logic. 
-Don Wilkins, Chairman, 

Film Scoring Dept. 
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Steven Wilkes '80 

11 ,111 '1cr1t Greek 111ych, tl1c fir t wornan, Pandora 
(111c4111ir1g "gift of tl1c god ,,), wa rcated a a com

p .. 1r11on t) f pin1ethcu . he brought with her a wooden 
--he 't wl1icl1 he wa forbidden to open. Overcome by 
curio it, .. , he opened the che t and relea ed chao upon 
the world. The only redeeming thing that remained in 
Pandora' Bo " wa Hope. 

For the pa t few ear a a performer, teacher, and 
author on electronic percu ion, I have often felt a little 
like Pandora, inten ely excited and curiou about the 
magical little bo e of digital MIDI gear now available, 
and o erwhelmed by the many urpri e they hold for the 
modern mu ician. MIDI, of cour e, i not the dark force 
that wa Pandora' Box. It ha helped mu ician to create 
wondrou mu ic that wa previou ly impo sible. At the 

ery lea t, MIDI ha expanded the mu ical horizon to the 
limit of the imagination. However, it also has brought 
with it much confusion and a truth that every MIDI 
mu ician know all too well-Murphy' Law i true, 
"Whatever can go wrong, will go wrong." 

There are ome ba ic preventive 
tep you can take to help avoid prob

lem . Fir t of all, before a perform
ance, alway do a quick ound check 
of all electronic gear and sequences. If 
you have ever gone to trigger that fa
vorite ound and heard nothing-or 
wor e, triggered it at 100 dB louder 
than everything el e·-you know the 
importance of a sound check. Second, 
when electronic gear i n't working 
correctly, don't just check the output 
level and fader . Al o, take a look at 
the MIDI tran mit and receive chan
nel of the equipment. I am amazed at 
how often the problem i a imple a 
an incorrectly et MID I channel. 

teven Wilkes '80 zs an assistant pro
fessor zn the Percussion Department 
and a member of the Boston-based 
pop/rock duo, Dr. Carrot. 
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Aft c r many f 1 r than d M I I I m <.> rn en ts wit 11 M u rp h y' 
Law, however, I have come t(> an unusual >nclu io,1: 
Mi take are good; acci(icnt arc even better; and cha i 
the be t. Many time in the rnidst of the chac)s th~ t c ri 

re ult from a MIDI mi take, I have discovered a n1usical 
re ult that i even better than my original intention--. 

For example, here at Berklce I perform in a MII I tric 
(affectionately called the "!tty-bitty MIDI ommittee'') 
with faculty member Matt Marvuglio and Mike Ihde. 
One day, while preparing for a rehear al, I wa ctting up 
my gear and di covered a equencc in my drum machine 
I had forgotten. It wa a vaguely northern African hand 
drumming groove that I had programmed for a gig and 
never u ed again. 

In a hasty set-up, I had mi takenly connected the drum 
machine's MIDI output to all my other ynthe izer tone 
generators. When I pres ed "run" on the drum machine, 
my whole rack began to play. Incredibly enough, every
thing was in the same key. It wa the neatest northern 
African mood and groove you would ever want to hear. I 

... 

played it for my fellow trio member 
at rehear al and our popular compo
sition "Moroccan Roll" was born. 

This i not to ay that all accident 
will lead to better re ults. Every MID I 
musician has at lea tone horror tory 
about when ab olutely everything 
went wrong. But ince accidents will 
happen, no matter how well you know 
your gear, why not take advantage of 
them? When intere ting problems 
occur, don't yank all your cables and 
start again. Think about what went 
wrong, how it happened, and how it 
could be useful to you. 

.,, Today' electronic musician should 
~ be open to the creative possibilities 
0 

~ that mistakes and accidents can pres-
~ ent. Like Pandora, no matter how bad 
:JJ 

~ the chaos, we always have hope. That, 

jiN plus a litt_le ingenuity, can turn chaos 
-.a.1,.;.___ into magic. 
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Professional 
Sequencing Software 
for the Macintosh 

. .. ---- systems, inc . 

Something wonderful 
is about to happen ... 

• 

"Vision is a new era in music composition and recording, it's the easiest to use and most 
complete sequencer I've seen to date." 

BERKLEE 
Spring, 

BERKLEE 
Spring, 

• 

. 

TODAY 
1990 

TODAY 
1990 

Berklee Library 
Boston, Massachusetts 

, 

on what style of musician you 
;e for the next album, is 

ket, Vision is more than the sum 

• 

.. 

, 
·ision is. I am having a great 

)logy ... this is the Vision of the 
' 

• • 

"Vision is a deep, complex program, with an exceptional number of little goodies. 
Expect to be amazed." Features: 10; Stability: 10; Overall: 10; Craig Anderton. 

"Keyboard Magazine Reader's Poll ... remains the one true barometer of what's hot 
and who's happening in the world of keyboard music." Vision captures first prize a 

"Software Innovation of the year." 

Call us for a demo disk or free brochure. 
Opcode Systems, Inc. 3641 Haven, Suite A Menlo Park, CA 94025-1010 (415) 369-8131 

M,,rmtm,h l!I a rt'l(lalt'rl·d trudl'murk of Applt Lomputt'r, Inc 

- - MMM 5 



Tt1ere are n1ar1y people today 
who ou Id give a r1ytt1 i rig to t1ave a 
grarid p1ar10 1r1 tt1e1r l1virig roor11. 

t1at's storJpirig tt1er11 isn't a lack 
of r11or1ey. It's a lack of space. 

Ho ever tt11s probler11 isr1't a 
problen1 1tt tt e Tect1r1ics SX PR 1 
01 ital Ensen1ble. 

Tt11s rer11arkable ir1strL1nient cap
tures tt1e r1ct1f1ess and tt1e subtle tories 
of a concert rand piano. Because its 
sourid 1s d1gitall I r11astered fron1 or1e 

1th tt1e t1elp of PCM tect1nology. It's 

also bL1ilt along the san1e liries as a 
grar1d piano. ith tt1e san1e kind of 
elegance, fir1e black lacquer finist1 
arid key action of a trLJe piano. 

t1at's r11ore, our Dig1ta I 
Eriser11 ble riot or, ly gives you ttii ngs 
you expect from a grand piano, but 
tt1in s you don't. Like a saxophone, 
a violir1 arid ott1er instruments in an 
orct1estra, even a vocal enserr1ble. 

In additior1, you can play com
plete chords i h a sir1gle finger. Or 
the entire rh thrr1 sectior1 ith one 

' har1d and he melod ith the other. 
Or orchestrat the hole piece with a 
built-in tr ck recordings stem. It 
even comes ith a headphone jack. 

Call 1 800-44 7-9384 ext. 111 
for the part1c1pating Tecnn1cs dealer 
nearest ou. 

After all, just because you can't 
live ith a grand piano, it doesn' 
mean ou have to live ithout one. 

Technics 
The science of sound 


