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Photo by Bob Kramer. 
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A the alumni-oriented mu ic magazine of Berklee 
ollege of Mu i , Berklee toda)' i dedicated to informing, 

enriching, and erving the e tended Berklee community. 
B) haring information of benefit to alumni about ollege 
matter , mu ic indu try e\ ent , alumni acti itie and ac
compli hment , and n1u ical topic of intere t, Berklee 
today erve a both a \ aluable forum for our f amil) 
throughout the world and an important ource of com-

• n1entar) 1n contemporary n1u 1c. 

Berklee toda) 1 (I 1052-3839) i publi hed three tin1e 
a) ear b) the Berklee ollege of Mu i Office of Develop
ment. All content © 1991 by Berklce ollege of Mu ic 
unle otherv.r1 e noted. Addre change , pre relea e , 
letter to the editor, alumni new , ad\ erti ing 1nquirie , 
and reader comment hould b addr ed to Berklee to
da)1, Berklee ollege ot tv1us1c, 1140 Bov 1 ton tre t, 
Boston, MA 02215, ( 617) 266-1400, ex ten ion 438. ub
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Dean of Curriculum Gary Burton -62 

~ 11~11 l c;1111c t() l~crklce, s .1 tu lc11t l1~ ck i11 tl1c 19 Os, 
m till l'lltire i(>CUS <)l tl1c CtJrrict1lt1111 w.1 011 j, zz. t 
C<)111111crcial 111t1sic LIJ) t<) tl1,1t t1111e l1arcd 111, 11 , clc111c11t 
\Vitl1 j,l//. ~(>, it \V,lS lc.>gi ,1I t<> te,1 11 J)I, )'i11 1 ~ r1d \Vritir1g 
\kill') t<) future r11usic i1r(>fessio11als ir1 • ja%z 11te t. 

( )vcr the l)t15t t\V<> c.lcc,1<.lcs, l1(>Wt er, r11a11 cl1c 11ge 

l1a c taken pl.ice 1n the \V<)rltl <>f r11u i , ar1 I J1ere (: t 11erklcc. 
01111ncrcial n1us1( l1,1s rapi(lly cliversifie(l i11t< 111,111 t le 

a11d ctt1ng ; tcch11iqucs c>f 11layir1g i11strur11cr1t l1,1ve L) ·c 111c 

peciali.1ed for different type ()f r11usi · ar1cl tc hr1c>l<>gi a] 
development have brought ab<JUt nc\v i11~ trL1r11ents a11d 
new approache to performing ancl reC(>rc.fi11g. At 13crklee, 
our greate t challenge ha been to keep p;:1cc with tl1c CV<J

lution of commercial mu ic o that we ma cor1ti11ue to 
✓ 

prepare our tudent for career a creative and prc>ductivc 
prof e ion al mu ician . 

When I peak of commercial mu ic, I arn not talki11g 
about promotional "hype" being old to a gullible public. It 
i not merely "mu ic that make mone)." It i a brc>acl 
pectrum of mu ical tyle that ha\·e evolved from genera

tions of cultural insight on the part of thou and of cre
ative mu ician . From ragtime through jazz and wing, 
country mu ic, rhythm and blue , rock and roll, and reggae, 
commercial mu ic ha alway been clo ely tied to the value 
and intere t of the va t American culture. 

Commercial mu ic ucceed by combining and recom
bining mu ical trademark that are culturall,r meaningful. 
Thi i what tic commercial mu ic to it audience and 
make it intere ting to mu ician and li tener alike. And 
chi i why commercial mu ic i worth tudying. 

A a profe ional jazz mu ician, I have een my own 
cho en form of mu ic undergo a imilar di\ er ification, 
increa ingl} borrovving tyli tic influe11ce trom the com
mercial mu ic we hear around u . From an arti tic tand
point, I belie\ e chi to be a vef)' health)' trend. o doubt 
ome other would prefer a pure, non-e\ ol\1 ing form of 

jazz. But I believe that ince the beginning, jazz ha been a 
mu ic ba ed on the interpretation of our environment, and 
the tran formation of that interpretation into omething of 
meaning to the li tener. A with all form of popular mu ic, 
jazz mu t keep changing in order to connect with the 
cultural identitie of our audience . 

Thirt} }1 ear after m}· tudent day , we are till serious 
about jazz here at Berk.lee. But we are equally seriou about 
man"\,g other form of commercial mu ic. These form of 
mu ic both define and reflect our cultural experience. 
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News of note 
from about 
town and 
around the 
world 

Keyboardist Tom Coster joins 
Berklee as an artist-in-resi
dence this spring. 
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TOM COSTER 
COMES TO BOSTON 

Former Santana key
boardist and Headfirst 
Records recording artist 
Tom Coster will be joining 
the Music Synthesis De-

• • 
partment as an art1st-rn-res-
idence for the spring 1991 
semester. During the term, 
Coster will direct a Berklee 
student ensemble, give mu
sic synthesis master classes, 
perform in Faculty Artist 
Series presentations, and 
teach various courses deal
ing with recording. 

Coster gained interna
tional recognition for his 
keyboard work on 11 gold 

and platinum albums with 
guitarist Carlos Santana. His 
stint with Santana took him 
on numerous world tours, 
giving him exposure to a vast 
audience. 

Since leaving the Santana 
band, Coster has released 
four albums under his own 
name. Didja Miss Me-his 
first collaborative effort with 
his 22-year-old son Tom 
Coster, Jr. '87-reached 
number 10 on Billboard's 
contemporary jazz charts. 
His latest disc, From Me to 
You, has also fa red well with 
audiences and critics. 

cc Tom, Jr., attended 
Berklee and was blowing me 
away with his music writing 
ability," said Coster. "I 

asked him to collaborate 
with me on the last two 
projects. It turned out that 
he played a major role in 
both the writing and pro
ducing." 

Apart from being a 
Berklee parent, Coster has 
other reasons to be excited 
about his upcoming resi
dency. 

,cl had always wanted to 
attend Berklee when I was 

• younger. But once my ca-
reer got going, I never had 
the time," he says. "The 
opportunity to teach at the 
college is like a dream. I'm 
thrilled that I will have a 
chance to work so closely 
with the students. I'm eager 
to show them how to use 
computers in writing and 
recording music, and how I 
use technology in my pre
production work." 

For the residency, Coster 
is relocating from his home 
in California to Boston. He 
will teach from Berklee' s 
state-of-the-art synthesis 
facilities, as well as from an 
advanced classroom/lab 
equipped specifically for his 
courses. 

The full-semester resi
dency will provide extensive 
student access to an active, 
successful music prof es
sional. 

"Music technology is the 
~ way of the future; and there 
-i • 1 l " h "I ~ 1s a ot to earn, e says . 
~ can't wait to begin working 
~ with all the up-and-coming 
i artists at Berklee." 
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.. 'tl)tl~ <)r1 \ r1the izer a an En c1nble In tru-
111c11t," " IDI In trument in Mu ic on1po-
--1tio11 and \ 'tior1," ,1nd ' tudio Vi ion, Integrated 

1lu i oft '' la e will provide ample hand -
011 ti1nc on the late t hardware and oftware. 

The Prof e ion al Performance Divi ion will ho t 
the "Jazz Impro i ation Work hop" on August 14 
through 17. Thi work hop will provide student , 
teacher , and prof e ional with an intensive perf or
mance-centered experience in Berklee' s contemporary 
approach to impro i ation. Through lectures, dem
on tration , and en embles, participants will discuss 
technique , theoretical concepts, practice routines, and 
tyli tic application related to the art and craft of 

• • • 
1mprov1 at1on. 

On Augu t 15 through 17, the Music Technology 
Divi ion will host a "Symposium on Digital Audio 
Work cations." Thi national forum will address the 
booming growth and potential of the computer 
work tation as a mu ic composition and production 
tool. The sympo ium will also off er demonstrations 
of leading digital audio workstation configurations. 
For those wi hing to make presentations at the sym
po ium, the Music Technology Division is accepting 
proposals for paper pre entations until May 1, 1991. 
Plea e submit proposals to Music Technology Divi-
ion Chairman Don Puluse. 

Also on August 15 through 17, the Professional 
Writing Divi ion will host the "Jazz Writing Confer
ence," a three-day eries of presentations, discussions, 
and performances that will explore the diver e writing 
techniques found in contemporary jazz. The Profes-
ional W ricing Divi ion i accepting pro po als for 

paper pre entation until June 1, 1991. Propo al ab
tract hould be 100 to 200 word in length. 

For more information on any or all of the e event , 
contact the Summer Prof es ional Program office at 
Berklee College of Mu ic, 1140 Boyl ton Street, Bo -
ton, MA 02215. Or all the office at ( 617) 266-1400, 
e ten 10n 417. 
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BOSTON SAX 
WORKSHOP 

11 < , e 111 l r , I "'1 k 
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t l 11 <. l r) r < l tJ l 1 l l cl j S} I ,1., S. -

SJ)<> 11s< >rctl wit 11 S,t.\"<Jf,IJo,., e 
/011rr1al, tl1e t·vent clrt:\A.' 1>rc
\t·11tcr" ,111cl cli11icia11s frclnl 
,1Cf()\\ tl1c C<)U 11 tr}' ,1r1<.l ,1t
tcndccs fr<)r11 tl1r()ugl1<)t1t tl1e 

cw I:nglar1d ,1rca. 
The bulk of the wc)rk 

hop activity took place 1n 
the Bcrklee Performance 

enter and in Berklec' re
cital hall , where e ion ran 
from morning until night. 
Faculty member and noted 
axophoni t George Gar

zone '72 led a clinic on im
provisation, demon crating 
technique he i exploring 
as a member of the avant 
garde group, the Fringe. 

Woodwind Department 
Chairman Emeritu Joe Vi
ola '53, Selmer clinician Steve 
Mauk, and Saxophone jour
nal Editor David Gib on 
held a panel discussion on 
trends and technique in 
saxophone performance. 

111 ,11 l 
] l t l l 11 c.t I 1111 C I > 

l 11 11 ll d LI 11 i I I ) ~ 
I 11 g ti U l 111 ' I, 1 l 11 I, l LI I 

I 1 111 • 11 ti o 111 r11 r I l 
I I 11 g l 11 ~ [ C J l I 111 11 t 
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c JJlc I cl 11 • l1<1ll 11 c a11 

I lJ l j ( fl S C f t I I t1 1 f () I 
\V > d i11ds. 

--r· C } 11 i 1g , j S i ) cd 
, r >lei,, tl1 ~ d, ' cve11t ~ 

Wu t d \V i 11 <.I c ~ , r t 111 c r t 
l1.1ir111,111 1(, ttl1cw le I 

vu g l i c '7 4 de 111 o 11 tr(, t ed t }1 c 
,1 J), 11 i I i ti c ) f 11 I w i 11 ct 

c < > r1 t r c 11 c r i 11 B e r k I e e ' 
Wi11cl <Jr1trc>llcr ab. 

rl~ 11 r c u g l1 o u t t he d , , 
rep re ~er1t,1tivcs f ro,11 Scl111er 
Yam a 11 a, I ] <l )' r1 c I◄ I tt t c 
Pow c 11 I:; I u t c .. Ric ) I r d
ucts, Vandoren, a11ti L .. eBla11 
were on har1d wit~1 instrt1-
ment and inf orn1, tio11 11 
their pro(luct ~. 

Two highlight"" Caf)ped 
off the workshop :1ctivitie . 
Fir t, Berklec and cixo
phone Journal honored Joe 
Viola for hi year of dedi
cation and ervice to Berk
lee and to the woodwind 
community. Then, Berklee 
pon ored an evening con

cert featuring tcve Mauk 
and George Gar/one in a 
dazzling di play of ,1xo
phone virtuo ity. 

Faculty member George Garzone '72 presents a clinic on 
improvisation during the Boston Saxophone Workshop. 
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LEADING CORPORATIONS SHOW THEIR SUPPORT 
In a significant show of support, 

Korg U.S.A. recently donated 10 of 
its C-50 digital concert pianos to re
furbish a piano laboratory. The Korg 
Room, along with the Technics 
Keyboard Labs that were donated 
last year, will be well-used. More 
than 300 student musicians learn and 
practice in the labs each semester. 

In addition to providing the Korg 
Room, the company has offered 
substantial discounts to purchase 
seven T2 synthesizers. These ad
vanced instruments will be used in 
conjunction with computers and 
other hardware to create music 
workstations for continuing faculty 
development. 

Korg has a long list of Berk.lee 
alumni in its employee roster. In
cluded in that list are Marketing Di
rector Brad Strickland '72, District 

Sales Manager Andi Rossi '80, 
product specialists Andrew Lubman 
'88, Shige Kawagoe '88, and Jack 
Hotop '73, and parent Lance Abair, 
whose daughter currently attends 
Berk.lee. In addition, noted alumnus 
Jan Hammer '69 has just signed an 
endorsement agreement with the 
company. 

Kawai America Corporation en
hanced its support of Berk.lee during 
the past year by providing 20 acous
tic upright pianos for faculty teach
ing studios as well as three grand 
pianos for student and faculty use. 

The pianos will be used for one 
year and then offered for sale to the 
faculty, students, and the general 
public at a substantial discount.New 
pianos will then replace those sold. 

Kawai Instrument Manufacturing 
Company of Japan also recently 

CALLING ALL 
ALUMNI 

-
donated a number of instruments 
along with extensive recording 
equipment for college use. Impressed 
by faculty performances in Japan last 
summer, Kawai is also helping to 
support the work of faculty percus
sionist Steven Wilkes '80 and guitarist 
Jim Kelly '73. 

Finally, Coda Music Software has 
enhanced Berk.lee's educational ef
forts by offering significant discounts 
to faculty, students, and staff on their 
MusicProse music notation software 
package. In addition, the company 
has provided discounts on all of its 
products-including Finale, its high
end notation program-for Berk.lee 
use, along with free future software 
upgrades. 

Berk.lee welcomes the efforts of 
these industry leaders and looks for
ward to further support in 1991. · 

administrative aide to Mas
sachusetts State Representa
tive Byron Rushing. In his 
new position, Howell will 
focus and strengthen college 
relations with the commu-

~ nity while developing new 
; community service oppor-
~ tunities for faculty, student, 
~ and staff participation. 
; One program that has 

Beginning February 21, 
representatives of Harris 
Publishing Company will 
start telephoning alumni for 
the verification phase of our 
Berklee College of Music 
Alumni Directory project. 

information is an indication 
of the thorough and• com
plete quality of the entire 
volume. The directory will 
sort this data by name in the 
alphabetical division, and by 
class year and geographical 
location in separate sections 
of the book. Also included 
will be a special message 
from the Alumni Relations 
Office as well as photos and 
information on the school. Community Affairs Repre

sentative Vincent H. Howell 

P.O.P! GOES THE 
PROGRAM 

Berklee has long been 
dedicated to supporting its 
surrounding community. 
Recently, the college re
newed its commitment, and 
set a course for enhancing 
• 
its programs. 

In December, President 
Berk announced the ap
pointment of Vincent H. 
Howell as the college's new 
community affairs repre
sentative. Howell comes to 
Berklee from the public sec
tor, where he served as an 

Spring 1991 

~ been a model for faculty and 
students is the Performance 
Outreach Program, also 
known as P. 0 .P! Created by 
faculty member Jon Dami
an, P.O.P! bridges perfor
mance experience and com
munity service by arranging 
student duo performances at 
Boston-area hospitals. 

''It's a symbiotic system,'' 
Damian told The Boston 
Globe. ''The students get real 
working experience and the 
hospitals benefit greatly. It 
provides good exposure for 
the students as well as the 
school." 

Over the past year, 
P.O.P! teams have per
formed 23 times, entertain
ing approximately 800 hos
pital residents. 

Much of the information 
to be verified on each indi
vidual's listing will be going 
into the directory-·specifi
cally, current name, aca
demic data, residence ad
dress, and phone number (if 
applicable). The scope of this 

Soon, locating fell ow 
alumni will be as easy as 
turning a page with the 
Berklee College of Music 
Alumni Directory.You may 
reserve your personal copy 
when your Harris represen
tative phones. But don't de
lay. This will be your only 
opportunity to order this 
comprehensive directory. 

~ ,- ' ~\ ,, 
I 
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by Mark L. Small '73 

~ n 0, 1 mber 19 and 20, Berklee, Mu ic Technology 
1-W Di, 1 i ion ho ted ARA Recording Indu try Day, an 
integrated erie of e ent that included ympo ium with 
leading mu ic indu try figure , and an innovative recording 
e ion with Grammy Award-winning producer Russ 

Titelman (Eric Clapton, teve Winwood, Rickie Lee Jone ). 
Da)" one wa f ocu ed primarily for current Berk.lee stu
dent . Day two welcomed regional Berk.lee alumni and 
other member of Bo ton' active music industry. 

The Sony and AGFA corporations cosponsored the 
Indu tr)' Day events, contributing special support and 

equipment to en ure the ucce s of the effort. ational 
Education Director for ARA ( ational Academ)' of 
Recording Art and Science ) Ron Bergan kicked off the 
activitie by presenting a check to Dean of tudent 
Larry Bethune '71, establi hing a ARA cholarship 
fund at Berklee for a deserving student in the 1 u ic 
Technology Division. 

"It is important that Berk.lee students, alumni, and 
members of Boston's music community participate in a 
forum of this type with major industry professional , "said 
Don Puluse, Berk.lee's Music Technology Division chairman 

and Industry Da 1· organizer. "We all 
learned a lot-especially during the 
Titelman session." 

Record Production . . . Live 
For the special production session, the 
Berklee Performance Center stage was 
transformed into a recording studio 
for master producer Russ Titelman. 
The instruments and vocals onstage 
were miked using the tie lines that run 
from the Performance Center to 
Berklee's Studio A, where Assistant 
Professor Robin Coxe-Y eldham and 

~ MP&E Assistant Chairman Andy 
~ Edelstein '80 engineered the multi
; track digital recording. 

f i Via lapel mies and a closed-circuit 
~ television link between studio and 
G") 

.. ~....;.;.;. . ~ stage, the actions and dialogue of 

G . . . . . _ ___, ~ Titelman musicians and engineers as 
rammy-w1nn1ng producer Russ T1telman listens to a playback 1n the Berklee 11 h' d. ' · · ' 

Performance Center during the live production event. wel ads t ehstu 1d~ moruWto_rhmrx~dwere 
re aye to t e au 1ence. 1t gu1 ance 

6 Berklee to d a y Spring 1991 



from Titelman, the collaborative efforts 
of Richie's House of Funk and vocal 
trio Menage (both comprising Berk.lee 
students and alumni) resulted in a 
popping rendition of the rhythm and 
blues tune, "Give Me the Remedy," 
penned by alumnus Chris Parks '88. 

During the three-hour session, 
Titelman worked out arrangements, 
instrument fills, and song structure 
with the musicians. After rehearsing 
the group, he supervised the recording 
of several rhythm section takes, the 
doubling of background vocals, and 
the cutting of the lead vocal. At one 
point, he joked about the session's time 

• 
constramts. 

"W ' h d '' h .d e re way a ea now, e sa1 . 
"It usually takes three weeks to get to 
this point." 

But during those three hours, audi
ence members enjoyed the rare op
portunity to observe a Grammy-win
ning producer at work. 

"It was great to see him interacting 
with the players and solving the tech
nical problems which arose," said Pu
luse. ''He's a great role model for ev
eryone in the music ind us try." 

Hearing Panel 
House Ear Institute of Los Angeles 
Representative Penny Jacob led a pan
el of distinguished medical and audio 
experts in a discussion of hearing 
awareness and damage prevention. 

''I hope you will leave here shaken 
up over the very real threat of irrepa
rable, noise-induced hearing loss,'' she 
said in her opening remarks, '' and gain 
insights on how to avoid it." 

Dan Foley, audio specialist with 
Bruel and Kjaer Instruments, Inc. 
(manufacturers of audio testing equip
ment), helped hammer Jacob's point 
home by observing that if the average 
rock show followed Occupational 
Safety and Health Administration 
(OSHA) standards set for other indus
tries, they would be deemed unsafe 
after 15-30 minutes. He quoted some 
measurements his company had done 
at live concert venues where sound 
pressure levels peaked between 105 and 
130 dB-measurements that far exceed 
accepted listening levels. 

Producer/guitarist Jeff Baxter (for
merly with Steely Dan and the Doobie 
Brothers) attributed the preservation 
of his hearing to his use of headphones 
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JEFF 11 SKUNK'' BAXTER ON HEARING 
As a producer and guitarist, Jeff 
Baxter has earned a reputation of 
excelling at his craft. Through re
cordings and tours with such artists 
as the Doobie Brothers, Steely Dan, 
Elton John, and Linda Ronstadt, 
and compositions for such major 
films as Roxanne and Bull Durham, 
Baxter has proven himself a versa
tile and insightful musician. The 
following is excerpted from his dis
cussions during the NARAS Re
cording Industry Day "Hearing 
Awareness and Protection Panel" 

• 
session. 

"Instead of telling you what you 
shouldn't do, I'm going to start off 
by saying that I've got a real nice 
house in L.A.; and I've got a real 
nice car; and I've got all the stereo 
gear that I want; and I get to travel 
around the world and do just about 
everything I want. 

''The only way I got to do that 
was because I was a successful mu
sician and producer. But the only 
way that you can do that is if you 
can hear. If you can't hear, then 
you can't make records. And if you 
can't make records, you can't have 
hits. If you don't have hit records, 
you don't get dough. So, you have 
to go back to putting windshields 
in Pintos. 

''The bottom line is that I was 
very lucky. A long time ago when I 
first started playing on stage, I could 
never get a monitor mix that was 
right. No matter what they did, it 

onstage during concert tours, and de
tailed measures the Doobie' s took to 
control their stage volume ( see ''Jeff 
'Skunk' Baxter on Hearing"). 

Gary Kidder of the Fradkin Hear
ing Center of Boston, suggested fol
lowing the Surgeon General's admoni
tion to take a baseline hearing exam 
every two years. Kidder also recom
mended that musicians, to whom 
hearing is so important, should obtain 
custom ear plugs which can reduce 
sound pressure levels by up to 20 dB 
across the audio spectrum, without at
tenuating the high end. 

In concluding the session, Penny 
Jacob predicted that those who take 

was never right. So, I started wear
ing headphones. And I was getting 
the house mix, because I wanted to 
hear all the good stuff. I wanted to 
hear all the cool effects on the vo
cals and the final mix. I really 
wanted to hear it much like I would 
in a recording studio. 

"What I didn't realize until later 
was that because I was controlling 
my acoustic environment and the 
sound levels that were going into 

' . . my ears, my ears weren t rmg1ng 
when I was coming off stage. But I 
was having trouble making the 
people I was with understand what 
I was saying. I was finding that 
people around me were talking a 
lot louder than I thought they had 
to, at least a lot louder than I was. 

"So, I began to put two and two 
together. I realized that I was actu
ally protecting my hearing. Now 
that I'm 42 years old and still mak
ing records-still mixing over s~all 
speakers and still hearing things in 
rooms where people are always 
saying 'Turn it up, turn it up'-I 
realize just how lucky I am. 

"The amount of research that's 
going into audio as well as virtual 
reality is pretty amazing. But if you 
can't hear, it's going to be as if you 
can't see. You' re going to be losing 
out on some incredible future tech
nology. I'm not trying to be righ
teous. I'm just saying that I'm a 
really lucky guy, because I can still 
hear." 

tl1ese steps "will be thanking them
selves years from now." 

Producer's Panel 
A panel of renowned producers, mod
erated by Greg Hawkes '72 (key
boardist for the Cars and Paul Mc
Cartney), included Jeff Baxter, Lennie 
Petze ( senior vice president of Imagine 
Records), Joe Mardin '85 (producer 
for Kenny Loggins, Aretha Franklin, 
Chaka Khan, Boy Meets Girl, and 
others), and Jeff Hudson (Pat Methe
ny, Al DiMeola video producer). 

In discussing current music busi
ness issues, Joe Mardin felt that ong
writing has suffered through the per-
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Leading producers field questions during the Producer's Panel. Left to right are 
Greg Hawkes '72, Jeff "Skunk" Baxter, Lennie Petze, and Joe Mardin '85. 

"\: 110 \ ou k110,v » i --c1ll a\ crucial as , 

C\'Cf, c1nd that tl1c tape rnu t be heard 
b} the right per on i11 the bu inc at 
the right ti1ne. 

Bcf ore tho c word had fini hcc.i 
re erberating around the hall, a hand-

f ul c)f audicnCl' 1ncn1l)er \vcrc t< ki11g 
th c 1 r ,1 d \' i c e, rt1 s }1 i 11 c, t l1 c s t,1 e w i t }1 

ca ~cttes 1n han(i. Bef <>re l1e,1di11 out 
the l1,1ck5tagc <.ic)<.)r t<) a \V,1itin , cab 
PctLe ,1nd Ba tcr gr,1ciou 1., accepted 
the proffered tape~. I 
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DEPARTMENT POTLIGHT 
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ance zes: 

by Andrew Taylor 

rom backstage, it's a behemoth. Steel pipe, wood sup
ports, and plywood stretch 20 feet above the stage. 

Racks of black metal lights with colored gels point in every 
direction. Wires and cables weave through the rigging, 
fastened tight to crossbars with gray duct tape. From back
stage, it is a structure that does not make sense the me
chanical side of an illusion. 

But from the seats in the Berk.lee Performance Center, 
the set for the fall 1990 Singers Showcase looks impressive. 
There is no hint of the complex web of materials that 
comprise this elaborate structure. The 
plywood, the lights, the music stands, 
the microphones, and the equipment 
blend into one cohesive whole which, 
after all, is the whole idea. 

The same could be said of the stu
dent performers for this concert. Be
hind each vocal phrase and gesture is a 
wealth of detail. Stage presence, mi
crophone usage, diction, stance, re
hearsal techniques, as well as a firm 
grasp of performance styles and im
provisation, all blend with talent and 
inspiration to build an effective per
formance. 

Sweating the Details 
While a successful performance draws upon all of •a stu
dent's coursework at Berk.lee, much of the detail training 
falls to the Performance Studies Department. With courses 
that range from Fun,damentals of Improvisation to Re
hearsal Techniques to Heavy Metal Rock Band 1, the de
partment covers a broad range of subjects that are essential 
to the successful professional musician. 

"Performance Studies is actually a service department 
for the college," explains Department Chairman Rob Rose 

To the audience, however, this 
catalog of skills is invisible. There may 
be months of hard work and years of 
coursework behind this one evening's 
entertainment. But, when all the raw 
knowledge and experience come to
gether, the artifice fades away, leaving 
only the music, the musician, and the 
moment. Students explore and expand their skills in the fall 1990 Singers Showcase. 
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"We hope to give the students a chance to work in a real work 
environment," says department Chairman Rob Rose '72. 

l1t: <l t >J)ic tl1. t Cc 1111 t b ' 
st, r1c1,1rtlizell I\() c ar1 l l1i 
fact1lty-\vitl1 l ecial ,1 i 

.111ti 't,1gc p rfc)r111c111cc work l1op geared toward rock 
111u ic. 011 the otl1er l1and, we l1ave jaz:z facult}· tl1at teach 
j.1zz i111pr<)\ i .1tio11 l1arn1011ic on ideration for irnprovi
"'c1tit)11, a11d oth r jazz-rel,1ted cour e . They all are ery 
t.1ler1ted i11 tcrr11 of~ hat they do." 

I11 Ro e' opinion, the)' have to be. 
"If )'OU do ro k or jazz," he a , "there' nothing like 

doing it right. o, w make ure that the people teaching 
jazz here are r al jazz mu ician ; and the people teaching 
rock ar real rock mu ician . All of the faculty work pro
f e io11all)', and ar either noted a being top in their field 
or are de eloping a reputation toward that end. And the 
tudent re pond to that." 

Th tudent hav a lot to re pond to. Trombonist Hal 
rook '71 ha gained national acclaim for hi work with 

th Phil Wood Quintet. Tromboni t Tony Lada '72 re
cei ed critical acclaim for hi la t olo recording. Saxo
phoni t Jim Odgren '75 toured with Gary Burton '62 and 
Mike Gibb , and ha become a well-known international 
clinician. Guitari t Bob Stanton '83 received honor at the 
recent Bo ton Mu ic Award when hi band T.H. and the 
Wreckage wa named "Out tanding Local Rock Band." 
Other faculty ha e ucce ful career a well, making for a 
full ro ter of active prof e ional . 

A pecial addition to the faculty beginning la t year wa 
inger/ ongwriter Living ton Taylor, who coteache a 

cour e in cage Performance Technique with faculty 
member Jennifer Terr}' '86. 

"There i an old aying that goe , 'Good player don't 
alwa}' make good teacher . But bad player don't make 
good teacher ,"' he ay . "We try to bring all of our profe -
ional experience to the cla room to in till in our tudent 

the de ire and to how them the need-for prof e sional 
attitude and prof e ional work ethic in everything that 
the}r do." 

The Art of Improvisation 
While the department' cour e cl1edule grow and change 
with the evolution of contemporary mu ic, cla e on im-
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f c or I-I al roc)k 
would do JllSt that. 

t~1r1ct· fr< >r11 < i, te [>ro-

l1cgan l)L1il{fi11g ,1 r1c·w LtrricL1IL1111 tl1, t 

"There arc certain things that\ <>ti l1,1ve tc1 l1c able tl> <ll> if 
OU want to plav a olo," Ro C C\.plai11 ... "A11 C./"c 111~11. 

would be omething like pacing-when t<) play ar1ll wl1e11 
not to play. It doe n,t n1attcr \.vhat kind of 1nu ic 
playing. The ba ic technique arc the a111c. ,, 

By breaking down the improv i ational olc> i11tc) its es
ential attribute and building cour e from there, faculty 

were able to tandardize cour ework and implif) 1 the 
learning proce . 

«The great thing about thi new way of teaching i111prc>
visation i that it applie to any idiom," Ro e c plain . " o., 
we ha e the ame technique being taught to the ja/ 1 and 
the rock student . " 

Steering Committees 
Becau e contemporary mu ic is con tantly changing, the 
department leader hip ha to maintain that ame drive and 
innovation in e aluating all of it cour e . To do chi , the 
department relie on three major committee to monitor 
current mu ical trend , a e s the need of tudent mu i 
cian , and ugge t change or improvement to the v tern. 

The department' Education Committee di cu e cur
rent curriculum, te ting, and teaching approache . The Ed
ucation Committee al o a ure effective communication 
and complementary le on plan with other department . 

The Impro\ isation Committee monitor trend in im
provi ation, and eek more effective mean of teaching the 
di cipline. Recently, the committee promoted an increased 
u e of MIDI and ynthe i technology·, pecifically to cre
ate a more tandard backdrop for tudent testing. 

«The committee felt that the department hould begin 
departmental te ting in improvi ation clas e , " Rose ex
plain . "To do that correctly, we felt we needed something 
like Mu ic Minu One, o tudent could have the same 
caliber of background or band music." 

U ing y~the izers and computer equencing software, 
department faculty laid down rhythm tracks for final ex-
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ams. The sequences offer a wealth of opportunities for 
alternate tempos, different keys, and various rhythm sec
tion instrument sounds. 

"This system makes it ea ier for students because they 
have a very trict environment to play in," says Rose. 
"They know what to expect. In addition, we can be more 
sure that the students are getting what they need in order to 
progress to the next level." 

The other major committee that influences Performance 
Studies curricula is the Rock Advisory Committee. This 
collection of faculty members and administrators helps 
catalog past, current, and future trends in contemporary 
music. By understanding the geneology of modern pop, 
rock, and jazz styles, department faculty hope to give stu
dents a sense of where music used to be, where it is now, 
and where it might be going. 

Performance Makes Perfect 
Once students begin to soak in all of this information, they 
get plenty of opportunities to try it out. A collaborative 
production group known as the "Yo Team" ( comprising 
Rose, Performance Studies faculty members Ken Zambello 
'82 and Jennifer Terry, and Arranging Department Assis
tant Professor Richard Evans) sponsors several major con
certs each semester in the Berklee Performance Center. 

Each event is a professional-quality show, from the 
intensive auditions, to the elaborate sets, to the long hours 
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of preshow rehearsal and preparation. 
"We hope to give the students a chance to work in a real 

work environment," Rose says~ "the kind they will en
counter when they graduate. We also try to make all of the 
shows student shows, letting the students make most of the 
decisions and do most of the work, including instrumental 
arrangements, lighting, set construction, and so on." 

Developing Potential 
From his desk in the Performance Studies office, Rob Rose 
and his department could easily become buried in all of 
these committee reports, curriculum reviews, and sheets of 
concert information. Stacks of papers slump in every cor
ner of the room. Even the sofa is buried in the flood of 
proposals, evaluations, and recommendations. 

But somehow, from their cluttered offices, Rose and his 
faculty keep a clear vision of where they are going, why 
they are teaching, and what should be most important. 

''We believe in potential," he says. "We don't stress 
abilities as much as potential. If you only believed in abili
ties, Spud Webb wouldn't be in the NBA. He's five-foot
something, playing a position where you are supposed to 
be six-foot-two. But he uses all of his potential to play 
basketball. 

"Our key word is 'motivation.' We try to motivate 
students to develop their potential. And students have always 
responded to that." ~ 

• 
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by Andrew Taylor 

CC efore I came to Berklee, there was nobody 
teaching jazz in Japan. Everything was guessing." 
Sadao Watanabe '65 tightens the mouthpiece on 

his sopranino and quickly clicks the keys. "We would buy 
records and copy what we heard. Like, Miles Davis would 
play a one and a seven-diminished, and we would copy 
that. Then on another recording, he would play a one-flat
three-diminished, and we would copy that.We didn't know 
why he did it. We thought maybe it was 'hipper' or some
thing. We were just guessing.'' 

With 50 albums as a leader to his credit and a vast array 
of musical influences, Sadao Watanabe isn't guessing any
more. He has become a major player in the world jazz 
scene and a leading celebrity in his native Japan. And while 
his face may be associated with the many products he has 
endorsed in his home country-from Wrangler jeans to 
Coca-Cola to Bravas cologne his name will always be 
synonymous with jazz. 

In fact, Watanabe's successful life and career in music 
has paralleled in many ways the discovery, growth, and 
flowering of jazz in Japan. Watanabe was born in 1933 in 
Utsonomiya, a city 90 miles north of Tokyo. His father, an 
electrician, played the biwa, a Japanese counterpart to the 
lute. While Watanabe grew up hearing traditional and 
classical Japanese music, he and many other young com-

• 
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The Dream Takes Hold 
~1· 11 e 111 t l u of 111 er i can 
111(.)\ 1e , t11U --ic, and t,rle 

" 
.1ft r \\' t)rld ~' ar II in tilled 
.. 1 gener(1tion of J apane e 
) outh ,,rich hop to n1ake ir 
a jazz n1u ician . atanabe 
learn d ba i big band 
number from r ording -
" enrimental J ournc " wa 
an arly fa orite-and 
tart d to pla with lo al jazz 

band . Th fir t few gig 
were ro ky one . He re-
member ome patron 
a king hi band leader to 
«plea let the clarinet boy 
be fired." Bur with contin
ued tud and prof e ional 

perien e, the "clarinet 
boy" caught on fa t. 

oon, he wa playing 
lub , hotel , and U .. air ba e where the job were plenti

ful and the pay wa low. 
"If ou had an in trum nt, you had a job," he remem

ber . "E en if you ouldn't pla , you could ju t hold a ba 
and tand on ·tage." 

After graduating high hool, he et off for Tokyo to 
take hi hot at the big time. In pired b mo ie appearan 
of Le Brown and Hi Band of Renown, Watanabe had 
witch dover to the a ophone a hi primary in trument. 

He began jamming after hour with variou lo al arti t 
in luding To hiko Akiyo hi '57, who e ozy Quartet he 
oon joined. When Akiyo hi packed off to tudy at Berk

lee, Watanabe tayed behind to lead the quartet. 
Akiyo hi returned from her tudie in 1962, full of the 

knowledge and e itement Bo ton and Berklee had to of
fer. he en ouraged Watanabe to attend the chool, a well, 
and recommended him for a full cholar hip. Working gig 
and e ion day and night, Watanabe raped enough 
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The Widening of Style 
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1r1tcrcst 1n ( va t , rr, 
111t1sical st 1 le . l~e or1d l1i 
fatJ1er' traditi >r1,JJ,p(,r1c c 
perfc)rr11a11ces l1e he d dis 
C<> ere J rh)1 tl1111 ,111d l luc 
bcb<)p, and cl,1 ic ] n1u ic 
bcf C)re cc>rnin , to J1erk lee. 
I n ca c h gen r c, 11 e f > u r1 ti 
unique character, r1d p<.: wer . 
He began to incorp<Jrate hi 
favorite a pect --of each ir1t > 

a diver c but cohe i,1c pcr-
onal tvlc. 

In 1965, he \Va intro
duced to another mu ical 
form when a Berk lee pro
fe or recommended him for 
a prof e 1onal touring group. 

"Gary Mc.Farland called 
-o Herb Pomeroy looking for 
:c 
~ a tenor ax and flute play-
~ er," he recall . "He wa do-
~ ing oft amba. Herb asked 
~ me, and I went to aud1t1on 
~ in ew York. It wa verv ~ ~ 

rare then to find a jazz player 
that could pla flute. I had taken even ,.rear of cla 1cal 
le on before oming to Berklee. o, I got the Job playing 
oft amba." 

Watanabe wa not ure that Brazilian mu ic u1ted hi 
own mu ical ta te . 

"At fir t, it wa dull to me," he ay- . "But when we went 
to an Fran i o, ergio M ndez and Brazil '65 wa playing 
at the l Matadore. We were working a ro the treet. ~o, 
at intermi ion, we would go to ee them. That wa the tir t 
time I reall1, heard li e Brazilian mu ic pla1 ed b) Bra1.ilian 
mu i ian . Then, I tart d to love it." 

Brazilian mu ic ,va to play an important role in Watan
abe' mu ical development-both becau e it fit hi per onal 
ryle, and be au e it opened the door to a univer e of world 

mu i influen e . Later exploration included trip to Afri
a and Brazil, and world tour with top in 11ontreux, 

India, Rio de Jan iro, outhea t A ia, Tanzania, and other 
port of call. 
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Watanabe admits that the 
diverse mix makes it a chal
lenge to build a cohesive al
bum. 

"When making albums, I 
try to focus on something," 
he says. "But once I start, I 
want to put a Brazilian fla
vor and an African flavor 
and a jazz flavor. It's okay, 
though, because I write ev
erything. So, it all comes out 
lik " e me. 

The Homecoming 

never try to be a J ap-

anese musician. I just play 

what eels good to me. 

30,000. Jazz fusion perf or
mances with David Grusin 
an~ Lee Ritenour helped 
boost his solid reputation in 
the United States. His pro-
duction of the Bravas Club 
'85, an event that brings to
gether musicians from many 
countries, earned him the 
Japanese Ministry of Edu
cation Award in 1986. And 
his continuing success has 
placed him on the top of 
critics lists and readers polls 
around tl1e world. 

Upon his return to Japan in 1965, Watanabe was beseiged 
by young jazz musicians aching to learn what he had learned. 
He found his country as he had left it: hungry for any 
knowledge of the vibrant form of jazz. 

Watanabe has also fostered a growing love and aptitude 
for photography. Two books of his African photographs 
have been published in Japan. The most recent book was 
packaged with a compact disc of traditional African music. 

The Future 
"When I went back, my musician friends were still 

guessing," he says. "So many musicians came up to me and 
asked what I learned at Berklee. My home was packed.'' 

In response to the demand, he started a small jazz school 
to share his knowledge of theory and technique. He also 
formed a quartet to tour and gig in local Tokyo clubs. 

While Watanabe has become known as the father of Japa
nese jazz, he sees himself more as a citizen of the world. 

"I never try to be a Japanese musician," he says. ''I just 
play what feels good to me." 

Just as young musicians hungered for his knowledge, 
Japanese record labels clamored for his talents. Many of his 
50 recordings as a leader were cut during those first few 
years back home. At times, it seemed he couldn't make 

Still, he is concerned about recent changes in his home
land's musical climate. 

"The big problem in the Japanese jazz scene is thae'there 
is no room to jam," he says. "When I started, we could hang 

them fast enough. 
"At that time," he ex

plains, "I would just pick up 
the tune and play straight
ahead-some bossa nova, 
some samba-just playing 
melody. They were very 
easy to record. At most, I 
made nine albums in a year.'' 
He laughs and shakes his 
head. "I can't do that any
more." 

Success at home led to 
tours and recognition 
abroad. He played his first 
Newport Jazz Festival with 
the Billy Taylor Trio in 1968. 
He appeared at the Mon
treux Jazz Festival in 1970. 
He also started a jazz radio 
program, eventually known 
as "My Dear Life," that 
brought a wealth of world 
jazz to an audience of eager 
listeners. 

Other historic perf or
mances included the first 
jazz concert to be performed 
at the Budokan, featuring 
Watanabe with full orches
tra and an audience of 
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SELECTED SADAO 
While a listing of all of Watanabe's 50 discs as a leader 
would stretch on for pages, here is a selection of some 
highlights from his career. 

Goin' Home (1966) .......................................... Oenon CY-1386 
Iberian Waltz (1967) ..................................... Denon C38-7690 

with Charlie Mariano '51 
Sadao Meets Brazilian Friends (1968) ........... Denon C38-1381 
Song Book ( 1969) ................................... CBS Sony SOPL-38XJ 
Round Trip {1970) ................................ CBS Sony SONP-50221 

with Chick Corea, Miroslav Vitous '67, Jack DeJohnette 
Mbali Africa (197 4) ............................ CBS Sony SOPW-27 /-28 
How's Everything/Live at Budokan (1980) ....... CBS C2X-36776 

with Dave Grusin, Steve Gadd, and others 
Fill Up the Night(1983) ...................... Elektra/Musician 60297 
Rendezvous (1984) ............................................. Elektra 60371 

with Steve Gadd, Marcus Miller, Richard Tee, and others 
Parker's Mood ( 1985) ......................................... Elektra 60475 
Good Time for Love (1986) ................................. Elektra 60495 
Sadao Meets Brazilian Friends ( 1986) ........... Den on C38-7871 
Selected/Sadao Watanabe) ............................... Elektra 60803 

Greatest Hits Collection 
Elis {1988) .......................................................... Elektra 60816 

with Cesar Camargo Mariano 
Front Seat ( 1989) ............................................... Elektra 60906 

with Patti Austin, Robbie Buchanan, Abraham Laboriel '72 

out at all the clubs and jam. 
Lately, they won't allow it. 
It is very difficult to get 
people together to jam
unless you pay money to 
rent a studio." 

With new albums, more 
world tours, and annual 
journeys back to Africa '' to 
clean up the mind," Watan
abe continues to explore 
new ways to make his mu
sic better. Still, in thinking 
back on his most fulfilling 
musical memories, he re
members his years at Berk
lee, and he offers advice to 
current Berklee students. 

'' Around the college are 
the best musicians from 
around the world. It's like a 
musical town," he says. 
''You will never have this 
kind of musical experience 
again. It is the best time of 
your life. So, don't waste . ,, 
time. 

In his 57 years, Sadao 
Watanabe has never wasted 
time. His 51st album is due 
this spring. 
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The answer to some modern-day MIDI 
limitations may be centuries old 

by Jack 

Jarrett 

he idea of a com
po er fully realizing 
a high-fidelit) 1 per

formance of a comp le or
che tral core in hi own 
digital rudio i one which 
ha immen e appeal, for 
e eral rea on . 

Fir t, the ba ic technolo
g for uch an achie ement 
already exi t . Any ound or 
combination of ound can 
be ynthe ized digitally and 
made audible through digi
tal/analog conver ion. The 
tandard MIDI (Mu ical 

In trument Digital Inter- ILLUSTRATION BY LENNIE PETERSON 

face) protocol can trigger and control 
digitally produced ound in real time. 
Through equencer oftware, a com-
po er can record live performance 
through MIDI and edit the data for re-
performance. And notation oftware 
can tran late mu ical core directly 
into MID I performance . In fa t, a 
compo er can achieve quite tartling 
re ult coda)', if he or he limit rnu i-
cal demand to current technolog)'. 

Jack Jarrett chazrs Berklee's Composz
tzon Department. He coauthored Mu
szcPrinter Plu!>, a music notation and 
MIDI playback program for IBM and 
compatible computers. 
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econd, the economic of the con
cert world are uch that few eriou 
compo er have the opportunity to 
hear their work performed by top
level performer :-particular!} if uch 
work requir a ymphon}' orche tra. 
The po ibilicy for compo er to cre
ate accurate mu ical rendition of their 
own work can enrich our mu ical 
culture immea urably 61 making the e 
work available for public con ump
tion directly through recording media. 

Third, the abilit} to realize a core 
digitally carrie with it the pos ibility 
of refining performance to a level of 
accuracy rarely achieved by live per
formers. 
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Fourth, the process of digitally re
alizing a convincing orchestral perf or
mance not only can provide deeper 
insights into the art of musical inter
pretation and performance, but also 
can open doors to new forms of musi
cal expression beyond traditional 
acoustical capabilities. 

There are three factors currently 
standing in the way of convincing dig
ital orchestral performance: limited 
control of tone color, limited control 
of expressive nuance, and restrictive 
computer user interfaces. 

Control of Tone Color 
In the foreseeable future, the best so
lution to the problem of tone color 
control lies in the creation of synthe
sizers that duplicate orchestral sounds 
under MIDI control. While this may 
not be the best long-range answer, it 
represents a considerable step in the 
right direction, particularly if modifi
cations in the MIDI code are made. 

The crucial aspect of such instru -
ments would be the care taken in re
cording and balancing the digital sam
ples. Such work should be done in 
consultation with a professional com
poser or conductor intimately familiar 
with the sounds of the orchestra under 
concert-hall conditions. 

Throughout the process, the em
phasis should be on recording the 
specific sounds of the orchestra, rather 
than the instruments. While this dis
tinction may seem pointless at first, it 
reflects an important consideration in 
the way recording is done. An instru
ment is a physical object which can be 
miked closely under dry acoustical 
conditions. By contrast, an orchestral 
sound is one produced by one or more 
instruments and realized within the 
acoustical ambience of a concert hall. 
French horns, for example, sound 
course and rough when miked closely, 
but develop a completely cliff erent 
character when heard under proper 
ambient conditions. 

Furthermore, most orchestral in
struments produce more than one dis
tinctive sound. The effect of various 
mutes, for example, as well as of dif
ferent techniques of embouchure, 
bowing, plucking, and striking, should 
be recorded and made available within 
the orchestral palette. The individual 
sounds should be acoustically balanced 
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in accordance with their relative dy
namic capability. Finally, all the in
struments should be recorded in the 
same hall, in positions corresponding 
to their physical placement within the 
typical orchestral body. 

One of the problems of MIDI 
technology is that it equates musical 
events with individual sounds. This 
fact reflects the keyboard origins of 
MIDI thinking. An orchestral sound, 
however, does not necessarily start 
with a fresh attack every time the pitch 
changes. A composer needs a mode of 
control that will allow pitch to change 
within a sound envelope, producing a 
true legato connection between con
secutive pitches. Such a control mode 
will require development of new syn
thesizer functions and corresponding 
MIDI control codes. 

Once this vast bank of sounds is 
available to a composer, he or she will 
need instant access to all of them with
in a single composition. Unfortunate
ly, current MID I specifications limit 
program change commands to only 
one seven-bit data byte, allowing a 
maximum of 128 possible patch selec
tions. Modification of this command 
to allow two data bytes would permit 
the broad range of sound selection 
needed for true orchestral emulation. 

Control of Expressive Nuance 
One of the criticisms leveled against 
computer-generated music is that it 
lacks the "human'' factor. Often this 
human factor is erroneously defined 
as fallibility-a computer performance 
is '' too perfect'' to sound human. Such 
thinking is unfortunate since it denies 
virtue to the very standard toward 
which human performance strives. 

In fact, what we appreciate in a great 
performance is not its fallibility, but 
rather the extremely high degree of 
subtle, expressive control it evidences. 
Such control is not a chance by-prod
uct of random factors, but is the result 
of deliberate planning and execution. 
Because musical notation deals with 
perceptual time and pitch rather than 
actual clock time and frequency, the 
nonmusician may interpret deviations 
from machine-like duration and fre
quency as ''human error." Nothing 
could be further from the truth. 

Although expressive control in 
musical performance is reflected pri-

marily in variation of dynamics and 
tempo, other factors such as modifica
tions in attack, vibrato, pitch, and tone 
color are often essential. In ensemble 
playing, dynamic balance among in
struments is also an important factor. 

While MIDI provides adequate 
means of controlling most of the ele
ments of musical expression, any per
former or composer is limited by the 
keyboard-based sequencing that cur
rent technology promotes. An excel
lent keyboard player armed with an 
expensive, sensitive MIDI keyboard 
can record an expressive performance 
directly, using a MIDI sequencer. But 
much of the effect of such a perf or
mance will be lost when the sequence 
is quantized to allow synchronization 
of multiple performance tracks. Also, 
the continuous dynamic control nec
essary for reproduction of convincing 
woodwind, brass, and string perfor
mance cannot be achieved through 
keyboard velocity attacks alone. The 
problem becomes more complex when 
a composer or performer wants a ru
bato performance, which will nht fit 
well into the barline scheme provided 
by sequencers. 

, Conventional sequencers also force 
a linear, layered approach to composi-· 
tion. While this can be useful in build
ing a composition through improvisa
tory means, it limits the ability to 
modify vertical elements of a musical 
texture such as voicing and balance. 

The Centuries-old Interface 
This brings us to what is perhaps the 
most important consideration in digi
tal orchestral synthesis,-the user in
terface itself. The user interface is the 
collection of software tools through 
which the user may develop and mod
ify a performance. 

A software user interface designed 
for orchestral synthesis should have 
certain capabilities. It should allowed
iting of both vertical and horizontal 
elements of the performance, particu
larly those affecting balance and voic
ing. It should allow separate musical 
voices to be created, represented, and 
edited as individual elements within 
the musical texture. It should allow 
editing of continuous dynamic change 
by voice. It should allow editing of 
variation in tempo without di turbi11g 
metrical representation of musical du-
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EVOLUTION OF A SPECIES 
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r.1ti<.111s t)r .. , 11 l1tl)ni? ,1til)t1 of , <.)ice . It 
·l1t1t1l<.i .1110,,, e,1" \ , i u,11 con eptual
i, ,1tit)11 of the total pcrforr11a11 e i11 
ter111 .. of pit 11, rl1) thm, rneter, color, 
,1nd te. -cur . Mo t important! , it 
l1ould b a medium that permit ea y 

auditing and editing of all a pect of 
the p rfor1na11cc, including tho e deal
ir1g witl1 , pre ive nuance. 

Fortunate!)', the model for uch an 
int rfa e ha been in e .. i tence for ev-
ral centurie . It i called mu ical nota

tion. It ha e,1olved preci el for the 
purpo e of pecif ing parameter of 
li,·e performance in an ea y-to-read 
form. It al o facilitate musical con-
eprualization and re i ion. A uch, it 

rep re ent an ideal for mat for a com
puter u er-interface language. 

Adopting mu ical notation a au er
interface language for orchestral yn
the i i not without problem . In its 
traditional u age, mu ical notation i 
e tremely pecific in de ignating pitch, 
rh)rthm, and tempo, but le s o in re-
pect to dynan1ic , rubato, articulation, 

and color. 
Over the pa t few centurie , a the 

role of compo er and performer have 
become increa ingly eparated, nota
tion ha become increa ingly preci e in 
the e latter area a well. We can an
ticipate that uch evolution will con
tinue. We can al o peculate that the 
computer environment will bring 
greater refinement to exi ting ymbol , 
v. hile timulating the development of 
nev., ) mbol for performance param
eter uch a pitch bend, vibrato, a11d 

18 Berklee to d a y 

)tlll'I c11l1t111 ·111 ·11ts 1111~l1t l1c 
s 111 l l l f S l l 11 l l I i l .1 t S f CC i I l • l l l .1 k 
J1,ll ,1J11Cll'I s \\ 11 'Jl ,\ llt>1C 11 •g111s, le._ 

I l l t l \ l' l fl l' , l I , \ • I J , l j I l l l l f .l 11,) l .-. fl> I 

,,.11(.I t)I l>,1<.";l ,,,.,1(1 i,1 ti111e, itll<lLlt 

, 1 It t ri, 1 g it s r I 1 t I 1111 i I), ) sit i < l I l, .111 t.l 
tt) i11tlit\\lC' cl1.111g ·s i11 l<lllC <>l<>l 

, , i t I 1 i 1 1 t I 1 l' <. { tt r .1 t i < , 11 < ) I .1 11 <.J t t . 

<lt,1ti<lll is 111<.lrc tl1.111 jt1st .1111c 

tlit1111 l<)r rct<)rtli11g 111t1sit\1l tl.1t.1-

it 1, ,l l)<)\\c1·lt1l t<)<>l i11 Ll1e crc.1ti<>11 
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11ll'l'ti11g till' <.lc111a11<.{, <)f cligital 
tecl111c)l<>g\', 1t, c,,cnt1al rc,1tlal)1lt 
5}1t)t1ld be pre er\ c<.1. 

\ ariot1 e11 elope and color change ( ec 
"E,,olutio11 of a pecie "). 

Notation as a MIDI Generator 
The analogy of a tape recorder, upon 
which virtually all MIDI equencer 
are ba ed, i inappropriate to a musical 
notation interface. In it place i the 
analogy of the core it elf. In tead of 
equencer track , there are mu ical 
taff,-or, more accurately, mu ical 

voice notated on staff . ommon no
tational practice provide for two in
dependent part to be placed on a in
gle taff, distingui hed from each other 
by the tern direction of their note . In 
uch ca e , each part can repre ent a 
pecific in trumental tone color. Since 

MIDI as ign tone color by channel, 
each musical voice can be a signed to a 
pecific MIDI channel, over which 

appropriate program change (i.e., 
patch command ) can be ent. 

Within a tandard mu ical core, 
dynamic marking are pecified inde
pendently by taff. In actual perfor
mance, dynamic control i dependent 
not only on the dynamic marking 
them elve , but al o on an overall bal
ance among in trument of different 
intrin ic dynamic weight. Since thi 
latter type of dynamic control i not 
part of the core, there mu t be a mean 
of allowing the u er to pecify relative 
dynamic weight among core voice . 

MIDI provide two primary mean 
for controlling volume-velocity 
command which are ent with note 

' and channel volume command which 

l 1 111 ( 11 f 11 t < l f 11 l l 11 
I, 1111 I lt1111 flll c.l\ ll 111ll 

1 l1 k s It J1l l ( t l I l: ) l 11 U l 

I l:S 11 l1111Jllll 11 Ill 11 11 
11 lt ~~t1I11I11r >I tL 11t l l I 111 l l 11 

C' J I 'S 1\ ' J t f (.)I llltlllt:(:S. ti, 11 

t1111-, I 11.1111 l 1ll 11c ~c, 11 l1 i l11cv I 
ti,. )t1g1, lJsc (Jr, •I •t l)1,,,,,.,,,cl . 

}\ I t i LI I l t 1 l) 11 11 I I C 11 l ,1 I C I ,1 I 
1)r<>l)l ·111. ~1·11c1c i L1rrcr1tl 11c a tl 

i 11(1 ict1le leg, tL• I c, f <.>• 111a11cc ti r >L1gl1 
111[)1. Sjtll.:C 11( l i11 t1t1111c11ts tr ·1t 

C,1 ... ,l ll()lc . ,l CJ), I cltC I u1sic(, I CVCI1t, 

·r1vcl< )11c ,lt t,1Ll u I c ~e11cr,ttccl c, l, 
t i111c .1 11e\ Jl< >tc i 11), CLI. It i l s i 
lJlc, l1c>wl·ver, l<l i11scrt iler1 c bctwee11 
C<>11sect1tivc 11c)tc . 11c c,111 ~ cl1i ·vc ar 

ti LI 1(1ti<>11, t l 1 c r cf<> r c t I 1 r ( > u g I, i 11 t c r 

ru1)ti<>11 <>fa 111t1sic,1l li11e, r,1t~1t:r tl1, 11 
tl1r<)ugl1 j<)ir1i11g ()f cc>11secuti\1c < u11d . 
'l

1

hi<:> <:>) ster11 W<>rks f, irl)' \veil, lor1g 
a the 't)ttnd · chc>scn ,1re leg,1t<.: i11 11, -

turc, lacki11g c.iistinct atta ks. 
T e1npl) v ariatic>n c,.1n l)e i 11d ic,1te<.I 

through n1ctronon1e mark· pl,1 ed in 
the core. Accclcrando c>r ri t, rdand ) 
can occur moothly between cc>11 ·cu
tive metronome indication ·. 1:c>r u 6-
tle agogic accent , a tcnut<.) 1nark ca11 

lengthen a note by a pccificd dt1ratic>11. 
Accent , trills, trcmolando , grace 

note , f ermata , and repeats arc ea ily 
notated, a are nonduple ubdivi --i Jn 
into three, five, seven, nine, and multi
ple thereof. MID I channel and pro
gram change command can be in ert
ed into the core by taff at any point, 
allowing change of timbre where de-
ired. Armed with all of these mu ical 
ymbol , it i po ible for a musician 

to edit an exp re sivc MID I perfor
mance directly through u e of tandard 
mu ical notation, without any knowl-., 

edge of, or reference to, MID I code. 

Toward the Future 
One of notation' greate t trength i 
it u ea a language for organizing our 
thought about mu ic. Trained mu i
cian can play complex score at ight. 
Compo er can notate core with an 
extreme depth of nuance. 

Coupled with current digital s_ ·n
the i and computer technology, nota
tion can make the digital orche tra a 
useful and fa cinating medium for the 
composer and musical scholar. Such a 
medium can effectively replicate the 
music of our past while making way 
for the music of our future. 
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BERKLEE ALUMNI Order Form 
ORDERED BY: Name ___________________________ _ 

Address ________________________________ _ 

City __________________ State ______ Zip _____ _ 

SHIP TO: Name _____________________________ _ 

Address ________________________________ _ 

City __________________ State ______ Zip _____ _ 

Day telephone ( ) ___________________________ _ 

METHOD OF PAYMENT (check one) 

) __ I've enclosed a check or money order for$ _______ Payable to the Campus Shop al Berklee 

Charge to my _ MC _ VISA _ AMEX 

FIii in the entire credit card number here (include spacing) 

Exp Date_/_! __ 

Sigrtature for all charges X _________________________ _ 

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

Return Polley: Our merchandise rs of the highest quality However, should you for some reason not be 
fully sallsf Ied, we invite you to return 11em(s) within 30 days of receipt for a refund of the purchase prrce. Items 
must be returned post paid (COD returns wrll not be accepted), In unmodified, salable condition Please note 
that all pnces are subject to change without notice Certain items may be changed or discontinued 

Qty. Description 

Baseball Cap, embroidered cotton twill 

Sweatpant, in black, and grey 

Champion reverse weave, crewneck 
sweatshirt. Berklee rn block letters 

Cotton t-shrrt, ,n white, grey, red, and black 

Embroidered pique polo shirt, cotton, in white, and black 

Sweatshirt with Berklee emblem, crewneck 

Nylon backpack, in red, and black 

License plate, red/w white 

Bumper sticker, red w/ white , ___ 
Window decal 

Shot glass 

Brass keycha1n w/ red letters 

Ceramic mug, in black w/ white, white w/ red, and black w/ red -
Captain's chair, with Berklee emblem - ·-

CLOTHING SIZES: S, M, L, XL 
Shipping and Handling Costs: 
Up to $20 Add $2 50 All items shipped UPS Allow 4-6 
$21-$50 Add $3 50 weeks for delivery Overseas 
$51-$100 Add $5 00 orders will be shipped via surface 
$101-$1000 Add$700 mail,allow6-10weeks 
over$1000 Add$10 00 
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Unit 
Size Color Price 

--.--o-ne s,ze I black on-ly~-$ 10 9 5 

$ 18 9 5 

grey only $ 39 9 5 
-i-

$ 10 9 5 

$ 29 9 5 _,._ 
grey only $ 18 9 5 

one s,ze $ 21 5 0 -------t--
$ 59 5 ---- - -

one s,ze 

one size 

black only 

9 

9 

$ 29 

$ 52 

$ 59 

9 
9 + 

--
5 --
5 

5 --
Q L 

Total 
Price 

ubtotal .i. 

$240 0 

s 
MA residents add 50.o sa 

to all ,terns except c 
les tax 
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lothrng 
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lf·J,ou 're not improvising, you 're not 
sirzging jazz . . . or are you? 

by Jan 

Shapiro 

hat make a inger a jazz 
inger? Doe ong content 

determine jazz from pop? 
I impro i ation nece ary to make a 

ocali ta jazz vocali t? What category 
do we place ingers Billie Holiday, 
Johnn Hartman, and Frank Sinatra, 
or vocalist who pecialized in 'lyr
icized ver ion ' of in trumental solo ? 
The e inger were not noted for ' cat' 
inging, and yet are acclaimed a ome 

of American' best jazz singer . 
Jazz inging ha always been diffi

cult to define. Mu ician and inger 
ha e long di agreed on the specific . 
Even well-known vocalists 
uch a Carmen McRae hun 

the title" jazz inger," feeling 
it too limited and ill-defined. 

To lmprov or Not To lmprov 
While the topic i often 
conte ted, mo t mu ician 
will agree that jazz inging 
include improvi ation. 
Early jazz inger uch a 
Ethel Water improvi ed 
within a ong b altering 

] an hapiro zs an assistant 
professor zn Berk lee '.s Voice 
Depa1~tment. he is also an 
actzve studio and concert 
vocalist zn the Boston area. 
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Jan Shapiro (right) 
with student: "An 
understanding of 
vocal improvisa
tion can only help 
a singer's craft." 

rhythmic phra c , not by cat ·inging. 
Many inger uch a Milclred H, ily, 

onnce Bo well, and Billie l-Ioliday 
improvi ed by inging the lyric but 
changing the rh}1thmic phrase, melod
ic phrase, or both. omc vocal group 
such as the Rh} thm Bor·~, the Bo well 
Si ter , and the Mill Brother set the 
stage for future vocal group by emu
lating in trument -~inging lyric but 
phrasing in a 'horn-like' manner, and/ 
or vocalizing percu ive ound . 

A jazz inging e\~olvcd, arti t uch 
as Ella Fitzgerald and Mel T orme be
gan utilizing cat yllable in a whole 
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musical chorus as yet a more elaborate 
vehicle of improvisation. 

In Berk.lee's Voice Department, we 
feel it essential that students become 
familiar with many approaches to 
contemporary singing. We also believe 
that a basic knowledge and skill in 
improvisation will help any singer, 
regardless of style. 

Vocal improvisation, though based 
in American jazz, is used in various 
forms of today's popular music. 
Learning the art of improvisation as 
related to the voice gives all vocalists a 
broader view of just what vocal style 
can encompass. 

Teaching Improvisation 
Despite the benefits of understanding 
improvisation, the majority of young 
students today are not experienced or 
familiar with scat singing. Jazz vocals 
are few and far between on commercial 
radio or television, so most students 
lack exposure to the genre. This creates 
special challenges in teaching vocal 
improvisation, and in promoting its 
usefulness to the contemporary singer. 

In some of Berk.lee's departments, 
we have tried to reach students through 
playing or singing the blues. Since the 
blues is the foundation for much of 
our popular and contemporary music, 
it serves as an important teaching 
bridge between jazz and contempo
rary popular music. 

In the Voice Department, faculty 
have found a blend of basic skills rein
forcement and personal guidance to 
be most effective in teaching improvi
sation. Bob Stoloff, for example, spe
cializes in vocal improvisation, having 
performed professionally with such 
artists as Bobby Mcferrin, Urszula 
Dudziak, and Jay Clayton. 

His fundamental course on impro
visation is based on rhythmic patterns 
and articulation of scat syllables. Stoloff 
uses an instrumental approach to the 
voice, specifically encouraging the 
mimicking of drum and percussive 
sounds. 

Stoloff first gives students a rhyth
mic foundation, using eighth note and 
triplet exercises. He then applies scat 
syllables derived from such artists as 

, Mel Torme, Ella Fitzgerald,Jon Hen
dricks, and Eddie Jefferson. Bob also 
incorporates lip and tongue exercises 
in his teaching to help each student 
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SCAT SCHEMATICS 
Voice Department faculty member Bob Stoloff has designed an effec

tive curriculum of exercises and examples to help students improve their 
vocal improvisational skills. He first gives students a strong rhythmic 
foundation using exercises that mix eighth notes and triplets ( see Example 
1 ). Next, he introduces scat syllables derived from the great vocal impro
visers, encouraging students to add shape and texture to their melodic 
solos (see Example 2). 

Through additional vocal etudes of increasing difficulty, along with 
extensive lip and tongue exercises, students gain a fluency in the language 
of vocal improvisation with which they can build their own solos in their 
own personal styles. 

Example 1: Balancing Triplets and Eighths 

3 3 3 

Ii xi j J j j J j J j xi xi xi J xi xi j J xi J I 

Da-ba did- a- lee da-ba did- a- lee da- ba-da- ba- did- a- lee da-ba 

3 3 3 3 

J J J J J J J J J J I J J J J J J J J J J II 
doo-ee- a doo-dn doo-ee-a doo-dn doo-ee- a doo-ee- a doo-dn doo-dn 

Example 2: Melodic Contour with Syllables • 
G . 7 

m 1n 

...... , 

c7 
• 

Dwe-ba du-dn du- ba - du dwee __ ba- du - dn du dah 

A . 7 
min 

J\ 

Du - bee a - dn dot 

develop and improve vocal articula
tion (see ''Scat Schematics''). 

The Chord Approach 
Other teachers, like myself, may use 
combinations of materials to guide a 
student. For example, I often have 
students sing inversions of basic sev
enth chords on specific scat syllables, 
graduating from major seventh to mi
nor, augmented, ninth, and thirteenth 
chords. I may assign a simple tran
scribed instrumental solo, which the 
student will sing over chord progres
sions, as well as learning and singing 
specific rhythmic patterns to a prere
corded rhythm section cassette tape. 

When the student has a good be
ginning sense of hearing chord pro
gressions, we may "trade fours"
taking turns at scat singing over a jazz 
standard. In all cases, I encourage lis-

3 
D7 

3 J\ 

dee - a - da dee - a - da dot 

tening, listening, and listening. Con
sistent listening to recorded examples 
of singers who utilize scat syllables, to 
jazz vocalists who improvise within 
the lyrics of a song, and to instrumen
talists within traditional and contem
porary ensembles is most important. 

Are you singing jazz if you can't 
scat? The answer is subjective. Cer
tainly, a firm understanding of vocal 
improvisational techniques can only 
help a singer's craft. Any vocalist would 
do well to explore the genre. 

Still, we may never completely an
swer the question for vocalists, ''What 
is a jazz singer?'' Helen Humes, former 
singer with the Count Basie band, may 
have found the best definition when 
she said, "I've been called a blues sing
er, a jazz singer, and a ballad singer. 
Well, I'm all three ... which means I'm . . ,, 
JUSt a singer. 

Berklee to d a y 21 



notes 

Compiled by 

Carrie Semanco 

. 8 6 

Terry Wollman '80 is musical 
director of 11 The Byron Allen 
Show," and has performed 
extensively for other major 
television projects. 
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Charles Keljikian '54, 
k.11(.)\\ 11 l)l"<.)fC\\i<.)11,111,1 ,l\ 

( l1.1rlc\ l ... ,1kt\1 1~ ~)t t'\1cle11t 
<)f l1,1lc 1)1<.)llu ti<>r1, l:11-
tc1 t~1i11111c11t 13t)oki11g Agcn
C\ • C 11,11 lc 1 1 oaci 111a11,1gc1 

f 01 tl1c l)i/ /r Gil le pie ()r · 

cl1c t1 a a11ti pt oduccd 5;1m 
phon)' e:,sions f 01 Pro] az 1 

with the Roche tcr ), m
p l1on) and the Di1Ly 

ille pie Quintet. 
Mulatu Astatke '58 li e in 

Addi Ababa, Ethiopia, 
where he i an acti e com
po er, arranger, and con
ductor for many different 
Ethiopian modern art 
projects. Mulatu received the 

ational Red Sea Medal for 

fi11t :1rts ,\Ill{ is , l)()c rtl 
11ll'Jlll)Cr (.)r tl1e lr1tcr11,1ti(>Il

(1l J,1/ / I ccler,1tjc>11. 
Sam Josefsberg '61 l1,1s 

p I ,1, c cl g Lt i tar f c> r I: li <.1 i e 

Ar11<)llf, ~l'on}' Marti11, ,1ntl 
I4 cldie I ·isl1cr. ~cllll cllttl1<.>rccl 
'T/Je Guittlr lnstri1ctor., J)Ul)-
11 hcd l)y olun16i,1 P1c.turc~ 

Prod Ltction . 
Allan Mclean Rae '63 1~ 

con1po er-in re 1dencc for 
Alberta Theatre Project in 

algary, Alberta, and an 1n 
tructor at the Uni" er ity of 
algary. A former board 

member of the anadian 
League of ompo er , Allan 
ha written numerou com
mi ioned and noncommi -
ioned work for anadian 

televi ion, radio, theater, and 
concert cage. 

Paul R. Coyle '68 conduct 
clinic for United Mu ic of 
America, which repre ent 
Arm trong Artley flute and 
Gra i axophone . Paul i 
the choral director for the 
Bacon Acad m)r in ol
che ter, T, and ing , 
write , and play ax and 
flute with hi own rock 
group, o1·le, preparing for 
their fir t olo album. 

Craig E. Atkins '69 of Lib
erty, Y, pla} drum and 
write for the country group 
the Hill hire . 

Wayne Kopf '71 i band 
director for Hill boro 
chool in Belle Mead, J. 

Robby Merkin '71, pre i
dent of Merkin Mu ik in 

ew York, was mu ical di
rector/ arranger for the 

A c.1clc111 Av (;rd 11 r11i11 t 
ell I il11l l 1Llle hojJ r,f I !or 
-rrJr . l{ubby, I o dire ted , 11d 

,1 r r, 11 g c c.l t Ii c A , cl e 111 
J\ war<.l-wi1111i11g s =->t1ndtr k 
t < > I ) is r1 c y 's 7 ·1J e 1 1 t t le I e 1 -

rrztiid. >W servi 11g 11 tl-1c 

13(>,lrll (>t G<>vern<)rs f >r tl1c 
c \V Y C) r k c h G1 11 t e r , f 
ARA ., R )l)l1y G rrangc 

f <)r ")e5arne ~ trect. ' 
Tulsa R. Read '71 > 

h aw n e e, K. \., f <) u n ll 11 i 
niche a a pr<>f e ic.1r1aJ l1ar
mon1ca player. l~ul a teach
e privatcl and ha per
formed and compo. e<l 
har1non1ca mu ic for nu
merou telev1 ion, radio, and 
tage production . 

Steve Groves '72, known 
profe ionallv a teve 
Groove , ha relea cd hi 
fir t EP with hi wife Angel, 
entitled Steve l Angel's 
Halfway to Paradi:,e. tevc 
recent!) organized a perfor
mance erie called "Blue in 
the ight" at the 1unicipal 
Art entre in Ottawa, On
tario, where he li e . 

Gerald N. Kalaf '72 played 
drum and percu ion for the 
hit tele\ i ion how "Dalla ,, 
and "Knot Landing" during 
the '89 and '90 ea on . Thi 
pa t ummer, Gerald ac
companied Grego1;r Hines 
at the Apollo Theatre in 

ew York and toured 
France and witzerland with 
the Jazz Tap En emble. 
Gerald' orche tration of 
Bach' Italian Concerti was 
performed 6,- the National 
S}rmphon}r of Lyons, 
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France, this past September. 
Thomas Reed '72, a Rhode 

Island-based acoustic and 
electric bass player, per
formed for the W.C. Handy 
Award Show '89 and ap
peared with the Myer Davis 
Orchestra at the Homestead 
in Hot Springs, VA. 

John Carlini '73 is the fea
tured guitarist on David 
Grisman's latest CD, Dawg 
'90. John served for seven 
years as music director for 
the Ice Capades, and per
formed with his group at 
Carnegie Hall. He also 
scored music for the movie 
King of the Gypsies. 

Tim Price '73, multi
woodwind player, compos
er, and electric bassoonist, 
has logged road time with 
the bands of Harry James, 
Don Patterson, Les De
Merle, Tommy Dorsey, Bill 
Doggett, and Jack Reilly. 
Tim teaches privately from 
his home in Reading, PA. 

Brad Strickland '74 is 
market development man
ager for Korg U.S.A., where 
he coordinates a full range 
of new support programs for 
Korg, Marshal~ and Sonor 
dealers. 

Jeannie Deva '75 directs 
the Voice Studio in Cam
bridge, MA. The New En
gland Musicians Association 
named Jeannie one of Bos
ton's top vocal coaches. She 
penned The Contemporary 
Vocalist, a guide to vocal 
performance and recording 
techniques, and is a colum
nist for Musicians Only 

• 
magazine. 

Roberta Fabiano '75 per
forms as guitarist, vocalist, 
and songwriter for the Peter 
Duchin Orchestra in New 
York City. Roberta has 
worked with Al B. Sure!, 
Cleo Laine, Gloria Loring, 
and Buster Poindexter. She 
performed in the film 
Working Girl, and has won 
the New York Songwriter's 
Showcase, the New York 
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ALUMNI NEWS 
Los Angeles and Environs 
More than 70 Los Angeles-area alumni, 
along with those in town for the AES 
convention, met for a casual networking 
party at the jazz club At My Place in 
Santa Monica this past September. Many 
alums remained after the party to catch a 
fabulous concert by former faculty 
member Corey Allen '80, Manhattan 
Transfer's Cheryl Bentyne, and the Ar
madillo String Quartet. 

In January, the Hollywood Holiday 
Inn was once again the site of the New 
Year's Alumni Brunch. This year's Dis
tinguished Alumni award recipient, 
famed bassist Abraham Laboriel '72, pre
sented an outstanding clinic/demonstra
tion for alumni and their guests prior to 
the brunch. 

Chairman of the Southern California 
Berklee Alumni Group and Alumni 
Representative Tony DiMito '87 was also 
recognized with the first-ever Alumni 
Club Award for his efforts in launching 
the group's newsletter. 

New York 
The newly formed New York Alumni 
Committee hosted their first event on 
September 30th at the world-famous 
Knitting Factory. Seventy alumni braved 
heavy rain to participate in the event. 
The group plans. to host an alumni band 
showcase this spring. New York alums, 
watch your mail for more details. 

Boston 
The Boston Alumni Club committee hit 
the ground running this year when they 
hosted an alumni/student concert at 
Boston's popular Regattabar in October. 
The Berklee Vocal Jazz Ensemble, led 
by faculty member April Arabian, en
thusiastically volunteered to perform, as 
did Berklee's Dean of Curriculum Gary 
Burton '62. More than 130 Boston alums 
were held spellbound for the evening by 
the Gary Burton Quartet and the Vocal 
Jazz Ensemble. 

This spring, the club will host an edu
cational clinic/ demonstration and an in
formal networking party. 

Nashville 
Nashville area alums enjoyed their sec
ond club event in October. The new 

Mike Morris '82, Nancy Morris '80, and 
Melodie Morris (2002?) share quality time 
at the Nashville alumni event. 

Third National Bank Music Division of
fice, located on Nashville's famed Music 
Row, was the site for a relaxed get-to
gether for more than 30 alumni. Many 
thanks go to Brian Williams, Third Na
tional's Music Division director, for 
helping to coordinate the event. 

Plans were made for the Second An
nual Alumni Songwriter's Showcase to 
be held on March 17th, 1991. Alumnae 
Lee Satterfield '83 and Betsy Jackson '84 
have volunteered to cochair the event 
again this year. Ed Bigler '62 offered the use 
of his newly opened jazz club, Sax Fourth 
A venue, for this year's showcase. The 
club committee also plans to host a sec
ond alumni panel for Berklee students 
participating in the Nashville Songwrit
er's Association's annual symposium. 

Philadelphia 
The Adams Mark Hotel in Philadelphia 
was the site of the 1990 Percussive Arts 
Society convention this past November. 
During the convention, the Alumni Re
lations office hosted a reception for the 
many attending alumni, and those living 
in the surrounding area. 

Washington, D.C. 
Alumni gathered with President Lee Eli
ot Berk and other administrators, facul
ty, and staff participating in the Interna
tional Association of Jazz Educators 
convention held at the Sheraton Wash
ington on January 11th. Members of the 
Berklee Vocal Jazz Ensemble and facul
ty member April Arabian once again 
showed their support by performing a 
few a cappella numbers during the event. 
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IN SEARCH OF THE NEW, IMPROVED BIG BAND 
His compositions can be found 

in the books of many of America's 
foremost big bands. His publications 
are considered standards in the field 
of jazz education. He has gai11ed na
tional acclaim working with such 
diverse talents as Mel Torme, Chaka 
Khan, and Dizzy Gillespie. And his 
commercial credits run the gamut 
from the CBS movie theme to 
Kodak's promotion for the 1988 
Olympics. And if that weren't 
enough, he is the director of jazz 
ensembles at Cornell University. So 
what's next for John La Barbera '67? 
How about being awarded the only 
National Endowment for the Arts 
grant in the area of jazz composition, 
for a second time? 

John LaBarbera '67 

and leadership will still exist; but the 
compositions will be largely impro
visational. 

LaBarbera' s work has also led him 
to explore the use of modern tech
nology in the traditional setting. The 
band will incorporate MIDI syn
thesizers and other technological 
gadgetry, as well as a miniature 
monitoring system for each musi
cian's stand. Still, LaBarbera refuses 
to be totally reliant on this equipment 
in his performances. 

While writing for big bands over 
the past 20 years, LaBarbera has seen 
an evolution in the idiom. But he 
feels the evolution is far from over. 

"No one has taken it to a distance 
that I'd like to see it go," he says. 
''I've always felt that since we've been 
focusing so much on improvisation 
in jazz-and that's what jazz is-that 
there should be more room for the 
individual player and more chance 
for the individual to be creative." 

LaBarbera plans to use his recent 

grant to explore new techniques that 
will add improvisational freedom to 
the players in the traditional jazz en
semble. To do this, he is assembling 
a big band that will tour and record 
nationally, performing his composi
tions and arrangements. His innova
tive techniques are based on the im
provisation of the individual players. 
In essence, every player is a lead 
player, no one is a sideman. Form 

"When the lights go out, the band 
will still be able to play," he says. 
"You cannot survive without em
bracing the new techniques as they 
come along. You cannot just make 
your living with a pencil and score 
paper any more. But that doesn't 
mean you discard all your tradition
al techniques." 

LaBarbera' s years of experience 
have given him a clear view of wh.lt 
is necessary to succeed. 

''You have to listen and drench 
yourself in the history of the music 
you purport to compose or arrange," 
he says. "You should also be able to 
write away from the piano or com
puter ... then listen some more." 

-Carrie Semanco '86 

Vietnam. War Stories fea
tures Kennwood Dennard '76, 
Timothy Landers '76, Victor 
Bailey '80, Mike Stern '75, 
Vinnie Colaiuta '75, Jamie 
Glaser'77, Rich Gibbs'77, and 
Jim Odgren '75. 

Steven Zdenek Eckels '77, 
former Berklee faculty 
member, directs the Che
quamegon Music Associates 
and teaches guitar at the 
University of Wisconsin in 
Superior. Steven's record
ings include It's a Beautiful 
Thing with saxophonist 
Ernie Watts '66, and Wood
land Wings. He has received 
two ASCAP composition 

, awards. 
Bill Gibson '77, a trom

bonist, and bassist Jack 
Cannon '90 perform with 
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Jordan Nunes and the Uni
verse Orchestra on-board 
the Carnival Cruise Line. 

Marlene Tachoir '77 won 
the 19th and 20th Interna
tional Jazz Composition 
contests in Monaco, received 
two Canadian Arts Council 
grants, and has written for 
several successful albums. 
Marlene authored the book 
Creative Studies for Key
board Voicing. 

Mick Gaffney '78, a ses
sion guitarist in New York, 
performed on the sound
track to the film My Blue 
Heaven. Mick is also gui
tarist for the jazz-flavored 
rhythm and blues band Stuff. 

Peter Gordon '78 toured 
for the past three years with 
Tom Jones, playing sax, 

flute, and EWI. His first solo 
album, The Long Way 
Home, was released in Au
gust. 

Eric Johnson '78 was ap
pointed director of U.S. 
Concert Services for Yama
ha pianos in October, 1989. 
In addition to his bachelor's 
degree in compostion from 
Berklee, Eric holds an MBA 
from the Johnson Graduate 
School of Management at 
Cornell University. 

TommyCampbell '79, well
known drummer and former 
Berklee faculty member, has 
toured and recorded with 
Dizzy Gillespie, Sonny 
Rollins, Wynton Marsalis, 
George Benson, Milt Jack
son, Jaco Pastorius, and 
Stanley Turrentine. Tommy 

is also featured on John 
McLaughlin's albums Belo 
H orizonte and Music Spo
ken Here. 

Donna Feldman-Cutler '79 
performed for a benefit 
concert hosted by Alice 
Cooper. Donna has also 
performed throughout 
southern Florida with the 
African group Asante and 
the reggae band Riot Squad. 

Ronaldo German Gonzalez 
'79 freelances as a guitarist, 
composer, and arranger in 
New York. Ronaldo appears 
with the groups Jack Sheedy 
and Jazz Time, the Jeff Sick 
Quartet, and the Mark 
Hagan Quartet. He toured 
Europe and recorded two 
albums as drummer with the 
rock group Swan . 
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John Collins: Berklee's 
leading status is the result 
of a vast collective effort. 
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co111p .. 111\ 111ac.ie for a11 \ ondcrful evc11i11g. 

r\ Bcrklee look tO\ ard 1991, ,vhicl1 ma pro e 
to l1e .1 difficult )'Cc1r for all in titution of higher 
etit1c,1t1<.)n, th in1portance of do11atio11 from individ
u,11 a11d co1npa11ie will become even n1ore e ential 
in 111ai11tai11i11g a11d ad ancing Berklee' tate-of-the
a1·t curricula and tacilitie . Donation go directly to
\\ ard meeting tho e goal and toward important tu
de11t chol,1r l1ip . 

A v. elco111e development in tudent upport ha 
been th cre,1tion of the Emmanuel Zambelli chol
ar hip Fund. Thank to a gift from piano faculty 
men1ber Emmanuel Zambelli, which wa matched by 
a donation from a friend of the college, the cholar-
hip wa e tabli hed in upport of furth ring tudent 

interc tin performance of cla ical repertoire. 
We are plea ed to be recognized b)' a valued facul

t)' 1nen1ber of the Berklee community. A11d we look 
f onv ard to 111c1kir1g the fir t award of thi and other 
11ew cl1olar l1ip in 1991. John ollzns 

Director of Development 

Emmanuel Zambelli and President Lee Eliot Berk 
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Jo,1 ti n R. '79 I i I, 
SU I 11111 l I\ I ,l, s 111 JJ 'I f > I 

111,111 t s 111 • ) r I I 111 I 
,lll ·111111.1 .111,J 1~<1 ltlll tl11s 
I. st c.11. jl 11t1tl1.111 1 ,11 t 
,1SSl~l.1t1'l l ,111Li ti I I 'Ll<>I .111d 

l 1.,ss ·11 c111l I- tl11c l >1 f )J 

r~ .1 CJ 1111 e J I jg I, S I, l) c ) 111 

l\.t\ c llllle ], a11LI 11c1 t•r 111 

\\ it )1 tl1 · l\,)slc >Ii l)ig 11, 11tl 

.111 <. I t I 1 e l ) , 1 \' c \'v 11 it 11 c , l) 1 

l1est r.1. 
Frederick L. Malouf '79 

<..·,1r11cll .1 J>l1.l). 1lt t.1r1to1cl 

U 11 j \ l' 1 S j l )' , S < I 11 f) U t C t' 

A Ll<.l I() Rl'"<..-.1 rt. l1 I ... a l). f-1 r<.:: l1-
c 1 1 l k 11 <) \V \V ( > r k ~ i 11 Al) l I c 
("<.1r111)t1tc1' · 111t1sic ~)r<)tlt1cts 

c11g111ccr111g cic1)artr11cr1t. 

David Fox '80 111(>Vetl t<) 
C.1alif()rnia la~t , c,1r t<> j()i11 

Rola11(1 c:()rpor~1til)n a' a 
product pcciali t. 

Larry Holiday '80 toured 
with blue inger Z.Z. l-Iill 
and pla)~ kc) board for the 

incinnati-ba ed Dy11a1nic 
u Heet Band. 
Caris Visentin Liebman '80, 

an oboi t and Engli h horn 
player living in Stroud burg, 
PA, can be heard on hu band 
David Liebman' recent re
lea e Time l,ine on OWL 
Record . 

Henry Moss '80 formed hi 
own jazz trio which i now 
the hou e band at the Para
di e I land lub Med in hi 
nati e Bahama . 

Thomas B. Ransom '80 
teache guitar and compo i
tion at Kan a ity chool 
of the Art . Thoma al o 
own and operate Ran-
01ned Production tudio in 

Lenei a, K . 
Stephen Recker '80 i re

cording hi econd olo al
bum for Autumn Breeze 
Record . Hi debut albu1n, 
Fun wzth Old Clothes, fea
ture axophoni t Eric Mari
enthal '79. A lead guitari t 
with well-known ba i t Stu 
Hamm '80, Steve toured the 
U nitcd State backing 
Hamm' Ktngs of Leep CD. 

Rick Stone '80 relea ed hi 
econd album entitled Far 

/ l I l 11 I, I l 11 

I c I ) ( 1[ l I 
T rry Wollin n '80~ r 1 t1 1 

1 I I 11 t < I f l I 11 
lie 11 •Ill) " I, 1 11 I 111 ' i, 

J I l) I LI ('ll, l I1 I I I l l I i 
ft I ti,' ,t 1111111 ill l 1 

c, ~,, I tel ·, , 1t>11 d<.> u 111 11 

ltll 1 'S, u It' l1111 11111, 
S l, t w , .. " 1 .. 1 r m e <..i I t 11 

11 i I cl 1 • 11., 
1

' ( 11 (I " l 111 I '1 c 
Slt)tl, 1 i, C f1 <)111 ' t 

111, 11 . "~I c1 r wl1 l,a ur 

, I l1 u 111 t ) hi c I cd it i 11 I u d 
i11g tile r, 111111 Ill 111i11< t 

c<l !Ii11111·1z l1, tl urcd witl1 
l3illv f>rc t 11 , 11d rcct, ., 

~ rigl1t. 
Zoro the Drummer '81 

l1a,,ir1g t >urecl witl1 13 bl) 
Br<>\: 11 ,111(1 ew I .. diti ,r1, 
11 c> \\' J1e rf <> r 111 w i tl1 I c 1111 , 

Kravitz. /<>r<> wa featLrrc I 
in the eptc111l)er J 98< arid 
1990 is ·ue <>f J~IJ)'t}J1n 
maga/tne ancl i .. an 11d >r e
n1ent arti. t f <.)r al)iar1 Vi 
firth, and I~ van ... 

Paul Youngblood '81 
product manager for R<)la11<l 

orporation pecializing in 
) nthe 1zcr progran11ning, 

ha programmed ynthe iz
er for the "George Micha l 
Live" tour, L ec Rite11our, 
and Lari)' arlton. 

Douglas A. Boughter '82 
and Tony Dec '89 ha\"e bcer1 
named e. ccuti c producer 
and a o iate producer., r ·-
pectively, at 00) 1 Tran· 
om (a divi ion of ony). 

Dougla O\ er ee all crcati\ 1e 

and conceptual prograrn
ming element for in-flight 
audio production on 40 
dome tic and foreign ,1ir
line . Tony engineer the 
majorit · of the compan 1 's 
audio project and conduct 
daily negotiation with ma
jor record companie . 

Steven Eigner '82 owns 
and operate Private Sounds 
Recording Studio in Qui11-
C)7, MA. 

Bill Gomez '82 graduated 
from Santa Maria Universi
ty law chool and i now an 
attorne)· for e\·eral music 
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companies in Caracas, Ven
ezuela. Bill is also musical 
director for the Festival of 
Special Education. 

Mark Huffman '82 works 
as executive producer for 
Redna Productions, Procter 
and Gamble's in-house 
production company. 

Debra Mann-Morra '82, a 
singer/ songwriter based in 
Rhode Island, perfo1111s with 
the theater group Impact and 
with her own jazz trio. 

David Medeiros '82, a 
Berklee Admissions Office 
staff member, is guitarist for 
the Boston-based rock band 
Two Back Yards. The group 
reached the semi-£ inals in 
Musician magazine's "Best 
Unsigned Band" contest 
from nearly 6000 entries. 
Two Back Yard's versions 
of "O Holy Nite" and "The 
Grinch'' appear on the re
lease Gross Santa's Yuletide 
Favorites. 

David F. Van Slyke '82, 
former Berklee MP&E fac
ulty member, now works as 
a digital sound effects editor 
for film and television at 
Columbia Pictures. David 
has done post-production 
work on the NBC show 

Chehalis Hegner Melloni '84 

Spring 1991 

A SPECIAL REQUEST 
Dear Friends, 

Two years ago, just before Christmas, you lost a member of your faculty to 
cancer. His name was Don Sterling-Frederick Donald Sterling, Jr., actually. He was 
my brother. 

We considered Bud, as we called him, the King of Cool. He got his love of music 
from our father, who played alto sax for dance bands in the '20s and '30s. Bud was 
the most elusive member of our family. But he, like our father, taught us what real 
music was and is. 

I am asking that you will print my letter in your alumni bulletin. I would like to 
hear from colleagues and for mer students of my brother. If he helped someone, or 
encouraged someone, please write and tell me about it. We knew that his years at 
Berklee were the most important years of his life, and that he lived only to pass his 
love of music on to a new generation. Maybe he made a cliff erence for someone else 
out there. 

Please sl1are with me, and my sisters, the Don Sterling all of you knew. 

Many thanks, 

• 

Martha F. Sterling-Golden 
49 Sylvan A venue 
Lewiston, ME 04240 

''Baywatch" and the Roll
ing Stones' video "25x5: The 
Continuing Adventures of 
the Rolling Stones.'' 

Merv de Peyer '83, key
boardist and producer, has 
21 major label albums to his 

credit with such artists as 
Vanessa Williams, the B~S2' s, 
Chaka Khan, Jermaine 
Jackson, Bobby Brown, and 
Earth, Wind and Fire. He 
has toured with the Wait
resses, Young Fossils, Cam
eo, and Blood, Sweat and 
Tears. 

Jeff Kashiwa '83, saxo
phonist for the Rippingtons, 
can be heard on the group's 
fourth album Welcome to the 
Saint fames Club on GRP. 

Greg Osby '83, saxophon
ist with his own group Sound 
Theater, has toured and/or 
collaborated in performance 
with Dizzy Gillespie, Jack 
DeJ ohnette, Herbie Han
cock, McCoy Tyner, David 
Murray, Pat Metheny, Bob
by McFerrin, and John 
Scofield '71. 

Patrick Fabert '84 plays 
trumpet with the Radio 
Philharmonic Orchestra in 
Paris and the National Jazz 
Orchestra of France. 

Franki Wessler Gorruso '84 
wrote two arrangements on 

• 

GRP's Grammy Award
winning album Digital 
Duke. Franki, who also 
played guitar with the Duke 
Ellington Orchestra, now 
leads his own big band in 
New York. 

Chehalis Hegner Melloni 
'84 performs extensively as a 
singer/songwriter in Boston 
acoustic venues. She has ap
peared on many Boston ra
dio shows, including regu
lar rotation on the WERS 
"Coffeehouse'' show. Che
halis is married to Romeo 
Melloni '87. 

Rick Larsen '84 of Rock
land, MA, is the "front of 
house" engineer for Miles 
Davis. 

Donald Quan '84 released a 
contemporary world music 
album entitled Tear of the 
Sun with Canadian flutist/ 
producer Ron Korb. 
Donald's recent credits in
clude editing and playing 
keyboards for the Smithso
nian film Blue Planet, play
ing keyboards for the group 
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BAR REPORT 

I" 111 s \ .l 1 , l) l 11 ,l I \J 11 l 

11i ll'}'llSlllt,\tl\l'S ll,\\c"\ 

I) ( (' 11 l s l) (. \ l. i' 11 \ l) \Is 

l , , , > k i 11 g I ( > r t a I .. 1 1 l r '-l 
l1igl1 s(·l1,,,,) sltl lt tlts l\l 

11,,111i11.1tt"· l,lr tl1t· l~t t 1, 
It t' J\ ltlt\1111 l) l'l'l t'\t'lll,\
ti, l' (l\ \ l{) \l ll<.ll.11,11111. 

'1111, \l ll<.)l,11,l111, 111.1111-

t.11 lll'ti l1,, l~ t\ I{ llll'llll)l'l 

<.i<.)11,\(1(.)ll\, l\ g1, l'll l\ll ll 

, t'.lr t<.) till' 111<.),t 1)1 (.)t11-

1,111g BL't klL'C ,l()f1l1c,111t 

,, l1<.1 11.1~ 111et ,,F1tl1 .1 

13 r\ R 111e111l)et. Bc1 klcc 
Rich Adams: The BAR 
Scholarship is just one way 
that BAR helps Berklee . • 1lt1111111 rc~1rc~c11taci, L'S 

L'()111b cl11 ougl1 '1pi1ro i 
111.1rcl, 800 l1igl1 ,}1001 cacl1 car, 1nccting wicl1 
111u ic tudc11t ar1d cduc.1tor and di cu ing Berk 
lee' --progran1 . 

tape are recei d fron1 th nominee , they arc 
ar full)r evaluated b , B rklee' holar hip om-

mitt c. Th tape ar then pa ed along to a team of 
Bo ton-area BAR member who elect four to ix 
finali t . The winner i cho en by BAR member 
fron1 all o er th United tate and Canada during 
the annual ear-end Rap-Up meeting held on the 
B rklee ampu . 

Thi year, we alread have received more than 100 
nomination from aero the country and are looking 
forward to receiving many more. Having the BAR 
member in,,ol ed with the entire process give them 
a real take in who becomes enrolled at Berklee. 
Becau e all tape received are al o reviewed for other 
Berklee cholar hip program , pro pective tudent 
get a great opportunity for financial as i tance. 

Thi cholarship program i only one of the many 
way the BAR member as i t the college. A I have 
mentioned in previou articles and mailing , BAR 
member are very active in representing Berklee at 
more than 90 music conferences, f e tivals, college 
fair , and Berklee-ho ted reception each year. 

We are currently looking for new way to invol e 
more alumni in the BAR program internationally. 
So, no matter where your mu ic career ha taken you, 
if you are intere ted in becoming involved with BAR 
plea e check the appropriate box on the C( Alum ote 
Information Form" on page 29. We will end you 
more information about the program along with an 
application. 

If you would pref er to peak with me per onally 
about y~our intere t in BAR, all me directly at ( 617) 
266-1400, exten ion 366. I look forward to hearing 
from )'OU. 

-Rich Adams '82 
Alumni Admissions Coordinator 
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I f ( l lJ k ' t I 't I 11 t I t ll d I 11 ( l 

I{ <. ,~Is) .111d \ 1It1I1 '1111 ,I l J 1111 'tl 1 111 r I 
I l r .11111 I 1.111 I13ltl1ll.ll J lts f ll 11 · I 1l ll(itt. 
t '-, 1 I· i tt c, I I c K 1 1 s 11 1 s, LI I t · 1 1 a I, , I, l a 11 
l ( ssr,,) t/lsLIZU, ,111 l) I, l .1. Ii s ( 11 IJ l I ·11 1111(. I Ir 

Suzanne Dean ·95 1 cl ·a · I f1l111 ar1 I tel· 1sI >11 1 ·cl1t 
Ii c, s c 1., 11 ll 4 l t > r i 11 ~ I u i c " r, , 1 ,, cc r 111 , fr> 1 

l{l•t"<>rll c11titlccl / \{lo11cle1. I a1tl ,11l \1, I 1 , lh • 
SL1z.11111t= ,1ls<.) Iv~ 111usi re 11lu1,cl, zbl · , "l ! 1 1 l1w'" to 
s c. r I 1 , 11 cl ,1 r r a 11 g i r 1 g f < > r I I cave 11, '' " 

L".111<.l111,1rk l:.11te1 tai11111c11t. , 11cl "~, ide >rid l ·1 JI s. 
Kevin Dixon '85, cl I < > James E. Sullivan '86 IS 

J\r1gelcs-l clSel1 gL1it,1rist clllli l1icf C ll(li e11gi11ccr < 11ct 
l~c1 I ltc .1lt1111r1i re1)reser1t(1- C<..>11lfl'> er tor I~ lStor,,s icl 
tJVl', ,lf)~)t·ars \vitl1 \'<>c.1list co 11c. l{ece11t JJrojcc s i11 

l .. at1r,1 I~. (>11 tl1cir r1C\'-' ( IJ clti<.lc 111usi for le, Juli(, 11 

~!,1c;1 1·tll 7~11eir ()wr1, re- J>e1)si,'"f\ 1 0t<1, ,111(1 the p I s 

lea cd <)11 Relati\'ity Rccc>r<.is. l1~111nel. 

Mark L. Roth '85 tcache · David Castiglione '87 
guitar, ba~~, theory, an<.l c~1r fJr<)fe si<>11ally kr1< w11 Gs 

traini11g at t II G Must( <:>tu- l)c1vi<.l ~sty, f)l, )'S a -
dio inJcwett tt), ''"f. Mark pl1onc with ll1e W" ltcr 
perform with the band o '"fhomp '<)n l3ig 13, 11d tl1c 
Depo it, o Return. tevc W cisl)erg rchestra, 

Mahmut Yalay '85 re Zen Man1b<), Karl Berger' 
turned to Izmir, Turkey, af- band Rhythm ( h~1nges, ancl 
ter attending Berklee and the duo Axial Man with .. lide 
now play upright bas with guitar1 c Dave Tronzo '76. 
the Izmir tate Opera and Christopher Eric Morford 
Ballet Orche tra. '87, hicago-ba cd ba · i .. t 

James Thomas Callahan and keyboard player, ha re
'86 play drum with the corded with the group B, r
group Edgar Cayce, a pop- retta. hri Copher al o 
ular hard rock cover band, work in blues guitari ~t 
and recently completed an Budd 1-Guy' night club a a 
album with the ew Jersey- ound engineer. 
ba ed rock group Prophet. Gil Parris '87 wa featured 
James also performed on in Guitar Player maga1inc's 
Jodi Bongiovi' (cou in to (( ew Talent Spotlight" la t 
Jon) new album. Augu t. Gil toured with the 

Miguel Kertsman '86 European touring company 
formed the Amozonica of Jesus Chnst Superstar. 
U niver al Orchestra and i Jean-Baptiste Boele '88 
compo er, keyboardi t, and and brother Gilas Boele '85 
percus ioni t for the group. released their debut D on 
Sponsored by Casio Cor- Caravan entitled Going 
poration, the orchestra ha Places. The Boele Brother 
performed throughout ew Quartet include axophon
y ork. i t Donny McCaslin '88 and 

Melinda Maxwell '86 co- drummer and Berklee facul
own Ra ing Maxx Produc- ty member Marcello Pellit
tion in ew York with teri '84. The CD f ea tu res 
Frantz Verna '86. Melinda is pecial gue t guitari t John 
al o an arti t/product <level- Abercrombie '67. 
opment coordinator for Paul "Buzz" Burrowes '88 
GRP Record . works at the Record Plant in 

Joel Stoner'86 returned to Holl}-wood, CA, and was 
Berk.lee a a vi i ting arti t la t a si tant engineer for the new 
September to hare hi ex- Was (Not Was) album Are 

• 

per1ence a an engineer at You Okay? His wife, Lisa 
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Togno Burrowes '88, manag
es one of Hollywood's 
leading film and television 
scoring studios, Group IV. 

Bruce Sales '88 has joined 
HEA Productions, one of 
the largest jingle houses in 
New York, as assistant en
gineer and writer. 

S. Robert Shi '88 lives in 
Wellesley, MA, and is 
drummer for the Boston
based group Talking to An
imals-recently signed to 
CBS' Epic label. The group 
placed second in WBCN's 
"1990 Rock 'n' Roll Rum
ble" in Boston. 

Thomas Stein '88, while 
pursuing his master's degree 
in jazz performance at New 
England Conservatory, 
performs with guitarist Bill 
Moore '89, teaches guitar and 
bass, and is an active Berk
lee Alumni Representative. 

Benjamin F. Tisdale Ill '88 
plays electric and acoustic 
bass in the Boston-based 
blues/dance band Roll With 
It, with Jeff Robinson '84 and 
Jon Gieger '90. 

Farid Ali '89, a singer/ 
songwriter/ guitarist, re
ceived a Distant Acchord 
A ward in Los Angeles last 
November in recognition of 
his performances in world 
song festivals. Farid was 
chosen along with 22 others 
from all over the world after 
his impressive showing at 
the Holland Song Festival. 

Adam Keith Glenn '89 
works for Atlantic Records 
in New York, NY, as a stu
dio assistant engineer/pro
grammer. He plays key
boards with the New Jersey 
band Firehouse. 

Kevin Kelly '89 is an assis
tant audio engineer at 

SAVE THE DATE 
Alumni Weekend '91 & BAR Rap-Up 

August 17 & 18, 1991 

Return to the Berklee campus, visit with old friends, and network 
with other active music professionals. Special class reunions 
will be held for the classes of '86, '81, '76, '71, '66, '61, '56, and 
'51. Watch your mail for more information. 

Soundworks Studios in 
New York, NY, where he 
has worked with Steve 
Win wood, Johnny Gill, and 
Soul II Soul. Kevin plays 
drums in the band Sacked
out Sherry with guitarist 
Stacy Lowenheim '89. 

Dean E. Medeiros '89 per
forms with alumna Karen 
DeBiasse '82 in the Boston
based band Girl On Top. 
The group's EP was released 
this past October. 

Karen Guthery '90 is an in
tern at Warner/Elektra/ 
Asylum Music in Nashville, 
TN. Karen has done several 
transcriptions for WEA, as 
well as copywork for 
Warner Bros. Records and 
EMI Music Publishing. 

Matthew Carlton Haines 
'90 writes and produces jin
gles with fell ow alumnus 
Thomas Meadows '90 for 
Meadows- Haines Produc
tions in Burbank, CA . 

• 
ALUM NOTES INFORMATION FORM 

Full Name ____________ · ________________________ _ 

Address ___________________________________ _ 

City ________ _ State ____ ZIP ____ Home Phone# _________ _ 

0 This is a new address 

Last year you attended Berklee ______ _ Did you receive a 0 Degree 0 Diploma? 

Professional Identity----------------------------------

Professional Address _________________________________ _ 

City--------- State ___ _ ZIP ____ Work Phone#---------

Your title/role ____________________________________ _ 

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

0 Send me more information on the Berklee Alumni Representative program (see "BAR Report," page 28). 
0 Send me more information on becoming a Berklee Career Network advisor ( see "Class Connections," page 2 4 ). 

Please send this form, along with any publicity, clippings, photos, or items of interest to: 
Berklee today, Bcrklee College of Music, 1140 Boylston Street, Boston, MA 02215. We look forward to hearing from you. 
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Audio Engineering Society 
\(·pt('f}J/J('} 21 25, /990 
L Ol l11g(''(' , \ 11 

l~l1c 1990 AE 011\ c11-

tior1 i11 Lo Angele focu ed 
o 11 t 11 re e i n t e rt w i 11 i n g 
tl1en1e : the digital work ta
tio11 a workhor e, emi
profe ional equipment a 
profe ional tool , and te
reophony and urround-
ound a eriou ubject for 
tudy and commercial de
elopment. 

Approximately 325 ex
hibitors showed a broad ar
ra)' of hardware, oftware, 
and services supporting the 
recording industry to about 
15,000 attendees. At least 
half of the exhibits involved 
a computer in the offering. 

o less than 50 exhibitors 
were marketing some sort 
of digital workstation. 

A digital audio worksta
tion (or DAW, in these ac
ronymic times), in this in
tance, is a computer plus 

storage system (mostl)' 
hard-disk) plus operating 
of tware u ed to process, 

edit, and store (sometimes) 
audio information for a be
wildering variety of appli
cation . The medium boast 
an equally bewildering vari
ety of approaches, ranging 
from two-track recording/ 
editing to multi-track re
cording, to synthesis and 
video/film post-production. 
Boundaries between these 
operations are often blurred, 
and exhibitors tout increa -

i11glv 11,1rrc>w 1)rc)clt1ct 11icl1-
(.~", ,11)plic,ltic>11'>, ,111<.i fc,1tt1rc.s. 

l 11 gcnc1 ,11, 500 111cg<1l))rtcs 
of storage 1 tl1e 1111ni111ur11 
(tl1is) icld al1out 50 n1inutcs 
of audio). lairn of corn
puting peed ra11gcd up to 
.. everal hundred MIP 
(Million of In truction per 
Second). learly, there i no 
ingle "be t" unit, nor even 

the po ibility of a ingle 
tandout product. You pay 

A U D I 0 

® 

your money and make your 
choice, based on your needs, 
how much you and your 
clients can afford, and how 
long you figure the manu
facturer will be around. 

Only two of the exhibi
tors used the eXT com
puter as a platform for any 
product or system. Macin
tosh seemed to be the pri
mary work tation platform, 
with a fair number of IBMs 
and some Ataris being used 
a well. A few companies 
opted for dedicated com
puter aboard big systems, 
like Synclavier and Fairlight 
(who was back after a visit 
to the Chapter 11 bank-

r ll i1 t C )' u u r t , e 11 i fl 7 ( 

111 u I t i - t r (,1 c k p r < l cl ti ti o 11 
\Vc)rkst,1ti< 11, 110! vr1tl1c 

.J 

sizer). 

Semi-pro Goes Pro 
11 tl1e .. e1ni-pr<) frc 11t the 

new i that sc r11i-pro h,1s 
rcall)' gone pro, with a(} uitc 
favorable pricc/pcrfor111c: 11ce 
ratio. Entircl}7 profc ion,11 
re ult are now po ible in, 
"home" tud10 operation at 
perhap one-tenth of the 
co t of a profe ionally 
equipped tudio. While chi 
advantage may be off ct by 
an unfavorable service life, 
it may not matter much in 
these volatile, " }- tern-du-. ,, . 
JOUr time . 

T ascam, in particular, had 
a comprehensi"·e array of 
items, ranging from a four
track Portastudio for $329 
(list price) to a digital 24-
track recorder for $100,000. 
Of particular intere t were 
an automated console with 
substantial capability for 
$15,000 and a MIDI console 
(with mute automation) for 
$3,000. Also, Tascam had 
tape recorders for every 
conceivable budget and ap
plication. 

Fo tex offered a 24-track 
one-inch recorder with 
built-in S)tnchronizer for 
post-production work for 
$15,000. Another very in
teresting Fostex offering was 
a HyperCard-based editing 
system that controls one of 
their 4030 synchronizers, 
which in turn operates two 
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Fostex D-20 R-DAT digital 
tape recorders. The idea be
hind the system is that for 
$15,000 you can buy two 
R-DATs and a synchroniz
er and go into digital editing 
(if you already have the 
Macintosh), avoiding a ma
jor production hassle cur
rently associated with hard
disk editing-the time 
required to up-load and 
download data files. 

To support the semi-pro 
tape decks, Dolby Labs has 
come up with a low-cost 
variant of their SR noise re
duction format, called Dol
by S. It was said to sound 
very good, and in many re
spects better than the dbx 
system used on many of 
these decks. Both Tascam 
and Fostex have made it 
available, as have other 
manufacturers. 

Surround Sound 
At least eight of the techni
cal sessions and workshops 
dealt directly with issues in 
the acoustical realm. This is 
a refreshing shift in engi
neering emphasis at these 

• 
conventions. 

Of particular interest 
were sessions on ''Repro
duction of Spatial Sound" 
and the "Critical Listening 
Workshop." This latter 
turned out to be a superb, 
brief tutorial on what we 
know about hearing per
ception that I highly rec
ommend to anyone inter
ested in the subject (it is 
available on cassette from 
AES). It was clear, relevant, 
and interesting. 

There is also a renewed 
interest in quadrophonics 
(now known as "surround 
sound") for home playback 
of movies as well as for the
aters. There are problems 
with compatibility between 
various home systems and 
between home and theater 
systems. These problems 
may spell doom once again 
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Los Angeles Songwriters Showcase 
Songwriters Expo 
October 27-28, 1990 
Pasadena, CA 

The Songwriters Expo is the largest 
of the songwriter gatherings in the coun
try. The overwhelming amount of activ
ities crammed into the two days makes 
choosing one event track out of the many 
a fairly difficult task. There were many 

involves a large time commitment and a 
tremendous persi~tance. As an example 
of this persistance, panel member Dyna 
Brein told how she had to "steal" the 
phone number of a favorite producer 
from a BMI office phone file because she 
had no other way to obtain it. The pro
ducer she contacted did like her song 
enough to record it with Stephanie Mills. 

The Expo offers two areas for song
writers to submit their work: the "song 

evaluations" and highlights in this 
year's Expo for ►SO N G W RI T E RS the "pitch-a

thons." Song 
evaluations are 
usually done by 
music publishers, 
who give each 

• • 
songwr1 ters 1n 
search of new 
ideas and profes
sional informa-

• 

t1on. 
Jay Boberg, 

president of IRS 
Records, launched the event with a 
gloomy but insightful keynote address. 
Boberg painted a dark picture of the 
present-day record and music business, 
emphasizing the current rash of con
glomerate buyouts of smaller companies. 
He felt that this trend would result in a 
more conservative market, and provide 
fewer opportunities for risk-taking and 
unusual new artists. 

Boberg offered hope in the idea that 
the industry is a cycle, and that smaller 
companies could form as a reaction to 
the conserv-atism, balancing the system 

• 
once agam. 

A panel discussion on "Breaking 
Through" comprised young writers who 
had earned a top 10 hit in the past year. 
Their stories were typically atypical, 
showing that there are no surefire meth
ods for acheiving success as a popular 
songwriter. If a formula does exist, it 

14: 
• • 

song a cr1t1que. 
Pitch-a-thons are 

led primarily by record producers, who 
are looking for material for their artists. 

Because of the different formats and 
goals, the two sessions provided cliff erent 
benefits to songwriters. The song evalu
ation sessions offered insightful critiques 
on each composition's focus and eff ~c
tiveness. Pitch-a-thons tended to be more 
cut-and-dry and less informative, since 
the producers have specific goals and 
agendas in their listening. In many cases, 
a producer would reject a song with little 
to no explanation, usually because the 
material didn't fit their artists . 

Attendance at this Expo should be 
required for anyone thinking of persu
ing a songwriting career in the Los An
geles area. The amount of professionals 
who attend this event provides great net
working opportunities. 

Jack Perricone, Chairman, 
Songwriting Department 

for a very effective enhance
ment. For these systems to 
work compatibly and effec
tively, the industry will need 
some standardization in 
production, hardware, and 
broadcast transmission 

• 
practices. 

Other Notes 
Two other milestones at the 
convention were worthy of 
note. First, the AES Board 
of Governors voted, after 
some 40 years of confusion 

and discussion on the sub
ject, to adopt the convention 
that "pin 2" should be nom
inally positive on any XLR-

• 
type connector serving a 
balanced audio line (in other 
words, pin 2 is hot!). So, get 
out your soldering irons and 
put your cabling right, once 
and for all. 

Finally, there was only 
one remaining exhibitor still 
showing vinyl LP disc hard
ware: Apollo Masters Cor
poration. I walked by their 

booth. They had four shiny 
blank black lacquer discs of 
various sizes hanging up on 
the curtain at the back of 
their booth. That was it. No 
literature, no flashing lights, 
nothing. The salesman was 
deeply engrossed in a novel, 
apparently as oblivious to 
the thousands of conven
tion-goers passing by as they 
were to him. Tempus fugit. 

-David Moulton, 
Chairman, Music Produc
tion & Engineen·ng Dept. 
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m l l\lt ~llll,11 ll\lClll'l ') ,11 c~ ~11,ltic, ll()t l)()rtl,,, _Wi~lia111 
m l l'.l\'llt '1 l ll\Cti l() \,l,. l 111~ l11t ()f \<1gc ,le.I Ile f 1 ()In 

l~l'l l,ll'l''\ t()t 111(.'1 (;Llit~ll l)l'l)(ll t111e11t cl1.11rtl1cll1, wilt) p.1 ~ed 

,1,, ,1, \Ltc.ic.lt·11l, ()tl C)\ 1e111l)c1 4tl1, 1990, i)t<Jvidc <1 n1all 
lll\igl1t i11t() I l\l\ itt'\ ~)()\itt\ e, "ccll1 ti()" per, ()11alit . I-Ii<:> 
llL\lt 111t1\ic.1l ,,i~it)11, i()r111itiable 111a11age111ent kill , quick 
~,11ilc, clll<.1 c111p(1tl1)' f ()r tl1e 11eec.i of both tude11t a11d 
f .1ct1lt, <1i<.1ct1 l1i111 i11 buildi11g 011e of tl1e n10 t co111prehcn
\i, c Cl)llcgc electric guitar program in the world. The chief 
~1rchitcct t)f Bcrklce, uitar l)epartme11t, Leavitt wa co11-
\idcred b)' 111c111 , to be tl1e rno t ignificant figure in electric 
guitar cducatio11. 

111 1948, Bill Lea itt fir t entered Bcrklee a a tudcnt, 
the tl1ird guitari t to enroll at the chool, then in only the 
tl1ird )'Car of it c i tence. Upon graduating in 1951, Leavitt 
l)eca1ne a kc figure in the Bo ton mu ic cene a an arrang
er, on1po er, conductor, and guitari t, working with uch 
tar a Ella r~itzgerald, And Williams, Patti Page, huck 

Berry, and dozen more. Leavitt played guitar on numer
ou recording e ion including 
tl10 e for the demo of the vintage 
or1g «Old ape od" and ''Eartl1 

Angel." In 1953, Le Paul a11d Mary 
Ford garnered an international hit 
with "M} Baby, omin' Home," 
a walt.1 tune IJeavitt cowrote. 

Bill accepted an invitation to join 
the Berklee f acuity in 1965, and 
tayed on for a quarter centur . Pi

loting the guitar depart1nent 
tl11ough the electric guitar explo
it)r1 ot the late ,60 and finding no 
uitable tcacl1i11g 1naterial on the 

n1,1rkct, Lea itt began compo ir1g 
l1i t)Wr1 e\.erci e a11d guitar en em
blc arrangen1c11t to fill the need. 

"In tl1e bcgin11ir1g of hi Berk lee 
career, Bill wa writing guit,1r c11-
c111blc arranger11e11t an<.i e. crci e 

,111110 t c, ry 11igl1t after work," re 
111e111bcr AL ting GL1itc1r l)cp, rt-
111e11t ( hairr11a11 Lclff)' Baio11e '71. 

32 Berklee to d a y 

• 

~eavztt: 

"I le ~)t <><.1Lllt'ti ~,11 i11crellil)lc ,1r11c>tJ11l <>1 111, teri, ]. If , tu 
(1c11t w,l\ l1,1v111g ,1 tt·cl111ic;1I ~)rc>l1lc111, till \V >tilt! write , 11 

etuc.ic t<.) \()Ive it." 
I Ii cf fc)rt\ rcsulte<..i i11 five guit,tr 111etl1<.>ll l <> ,k ( 11cl five 

b<.)<.)k · <.)f etudc publi~hec.i br l~erklec f>rcss, 11cl distr1l>L1tecl 
wc)rldwidc by tl1c I {;:11 l_.e<)Ilclr<..i J)t1l)lisl1i11{1 >r111),111y. 

Leavitt' bot1ks h,1vc soltl n1c)rc thar1 500,000 C<Jl)ie .. 
«One of hi favorite cve11ts wa tl1c reception for ir1c >111-

ing tudent ,» ay Baio11e. "You'd cc hi111 <)ff iii ,1 c >r11cr 
urroundcd by the guitari ts, talking and h()lc.iing UJ) l1is 

right arm to finger a chord voicing on it with hi left h, r1cl." 
Thou and of Berklec alumni guitari ts cut their tcctl, 

on Leavitt, method book , including uch leading artists, s 
John Scofield ,71, Bill I~ri ell '77, John Abercro1nbic '()7, 
Mick Goodrick '67, Mike Stern '75, and tevc Vai '79. 
Leavitt, effort at the college are a water hed from which 
benefit for the entire mu ic indu try continue to flo\.v. 

"Bill could work with any tudcnt and get result fror11 
tho e who had hit a dead end with pa t teacher , " Baione 

recall . "Heu ed to coun cl the fac
ulty to find omething good ,1b<)Ut 

each tudcnt' playing before 
pointing out their wcakne sc . I-le 
made a lot of friend over the \.rear . ,, 

In be towing Berklee' u tained 
Leader hip E. cellence A ward upon 
Leavitt in 1988, Pre ident Lee Elit)t 
Berk de cribcd him a "one of the 
academic leader of the college, ~1n 
innovative educator who ·e 1netl1-
od have become the tandard by 
which all other arc 1nca urcd." 

A a11 in ightful leader and a 
war1n, per onal pre ence, Bill 
Leavitt will be mi ed b)· the entirt 

-o Berklee family. Tho e wi hing to 
~ honor hi memory may contribute 
0 

~ to the William Leavitt Memorial 
~ cholar hip Fund, Berk.lee allege 
::x, 

~ of Mt1 ic, 1140 Bo)· 1 ton Street, 
m 
~ Bo ton, MA 02215. 
~ -!vlark L. Sm,ill '73 
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WHY THE LEGENDS PLAY THE LEGEND. 
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