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Inspirations by Donna Sizemore Hale

ASTA Board of Directors

President • Stephen Benham
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Mary Pappert School of Music
600 Forbes Ave., Pittsburgh, PA 15282

benham@duq.edu

President-Elect • Brenda Brenner
3713 Devonshire Ct

Bloomington, IN 47408
bbrenner@indiana.edu

Past President • Bob Phillips
17175 Burkshire Dr.

Grand Haven, MI 49417
phillipsfiddlers@aol.com

Secretary • Kristen Pellegrino
4231 Woodbridge Way

San Antonio, TX 78257-5010
kristen.pellegrino@utsa.edu

Member-at-Large • Deb Perkins
4825 N Meadow Ridge Circle, McKinney, TX 75070

dlperkins@sbcglobal.net

Member-at-Large • Joseph Conyers
1420 Locust St., #26G, Philadelphia, PA 19102

joseph.conyers@project440.org 

Member-at-Large • Jim Palmer 
2041 Signal Ridge Chase, Kennesaw, GA 30152 

jpstrings@bellsouth.net

Member-at-Large • Margaret Berg
9777 Jellison St

Broomfield, CO 80021-4269
margaret.berg@colorado.edu

String Industry Council President • Haig Avsharian
SHAR Music

2465 S Industrial Hwy., Ann Arbor, MI 48104
haig@sharmusic.com

Publications Chair • Judy Palac
Michigan State University, 203 Music Practice Building

345 W. Circle Drive, East Lansing, MI 48824
palac@msu.edu

Executive Director • Donna Sizemore Hale
ASTA National Office

4155 Chain Bridge Rd., Fairfax, VA 22030
donna@astaweb.com

American String Teacher
Editor • Mary Jane Dye

Critical Articles Editor • Mary Wagner
Reviews Editor • Marg Schmidt

Design and Layout • Sky Henderson
Advertising Representative • Stringletter Publishing

• Correspondence Subscriptions, change of 
address (send mailing label), individual issues, 
billing, membership, and other business matters 
should be directed to the ASTA National Office, 
4155 Chain Bridge Rd., Fairfax, VA 22030; tel. 
703-279-2113; FAX 703-279-2114; Email: 
asta@astaweb.com. 

• Advertising Deadlines are: August issue—June 
5; November issue—September 5; February  
issue—December 5; May issue—March 5. Inqui-
ries should be directed to ASTA National Office, 
4155 Chain Bridge Rd., Fairfax, VA 22030;  
tel. 703-279-2113; FAX 703-279-2114;  
Email: asta@astaweb.com. 

• Editorial AST welcomes letters and articles from 
its readers. Query letters are preferred over 
unsolicited manuscripts. For a copy of the AST Au-
thor Guidelines, visit www.astaweb.com. Inquiries 
and articles should be submitted to ASTarticles@
astaweb.com.

• Reviews Review materials should be sent to Marg 
Schmidt, School of Music, ASU, 40 Gammage 
Parkway, PO Box 870405, Tempe, AZ 85287-
0405. Requests to become a reviewer should be 
addressed to Marg Schmidt, tel. 480-965-8277;  
Email: marg.schmidt@asu.edu. 

• Submission Deadlines For material to be 
considered for publication in the Departments and 
Association News sections (including Letters to the 
Editor), it must be received by: February issue—
November 11; May issue—February 11; August 
issue—May 11; November issue—August 11.

It is hard to imagine that the start of school is just around the corner. Everyone 
is busy planning their classes, preparing their studios, and getting ready to begin 
recruitment for the new school year. ASTA is busy working to implement its new 
strategic plan, which you can review on the website.
 One of the mainstays of our plan is reimagining the ASTACAP program. 
Beginning this year, students and teachers from every state can use the program. 
Through a new online review process, students can now be adjudicated by our 
finest string teachers even if they live in a location where they cannot attend a 
live event. States that are currently running successful events can continue their 
outstanding service. At the same time, we can increase access to this program 
through the use of technology. See page 74 for the complete details on program 
additions.
 Students completing the program and its varying levels will become part of 
a national database. In addition, they will receive increased recognition for their 
work. Experienced adjudicators can apply to be part of the ASTACAP faculty. We 
also will be offering preconference training for string educators who are interested 
in adjudicating both online and at live events at the national conference in Salt 
Lake City next March.
 Look for more details in the fall 2014 or ask your state president for 
opportunities in your state. If you have questions, you can email libby@astaweb.com. 
We also are updating the ASTA String Syllabus as a complement to the program with 
an expected release date of late 2014.
 We believe these expansions will enable more students and teachers to use 
the program. We also see this as a way to better serve our studio teachers and 
strengthen the amazing string playing happening in communities across the 
nation. We welcome your ideas and feedback as the program grows.
 Now is the perfect time to make your plans for Salt Lake City. This event 
will feature our first ever live finals for the National Solo Competition on Friday 
evening. Information for the Solo Competition can be found on the website. The 
finals will be an interactive experience as conference attendees will be part of the 
judging process when they choose the new “Audience Favorite.” The complete 
conference brochure will be ready in September 2014.
 Enjoy these last few lazy days of summer. 

Reflections

Executive Director
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from the president
ASTA – Who Are We?

Dear Friends,

It is a pleasure to begin my two-year term as ASTA president, knowing that I represent an organization that is 
strong and vibrant because of our incredible membership, excellent board leadership and superb staff. At the outset, 
I want to express my thanks to Kirk Moss, previous past-president, and Bob Phillips, immediate past-president, for 
their thoughtful, caring and visionary leadership of our organization. I am also incredibly grateful for the mentoring 
and insight that they have provided to me in preparation to begin my term of service. The ASTA staff associates, as 
many of you know, are dedicated, hardworking and passionate about our mission. I’ve learned what an invaluable 
asset they are to our organization. Please be sure to thank them when you have the chance!

Strategic Plan Update
As you likely know, ASTA just completed an important strategic planning process, initiated under Bob’s 
leadership. This plan involved a wholesale evaluation of all of ASTA’s programs and projects for the purpose of 
streamlining and improving our activities and services with an eye on our future as an organization. We now 
enter the active implementation process of the strategic plan, which includes the formation or reorganization of 
all of our committees and task forces. We want to thank all of those who have served so effectively in our past 
committees and task forces and also give our full support to those who are beginning their term of service. Below 
is a list of new committees and their chairs:

Committees 
Advocacy  ...........................................................................................................................................Bob Phillips
American String Teacher Editorial  ............................................................................Mary Wagner/Mary Jane Dye
Collegiate  ..................................................................................................................................Martin Norgaard
Eclectic Strings  ................................................................................................................................. Renata Bratt
Increasing Access  .................................................................................................................................Judy Evans
K–12  ..................................................................................................................................................Sarah Black
Pedagogy and Curriculum  ....................................................................................................................Judy Palac
National Conference  ...................................................................................................................... Mary Wagner
National Orchestra Festival  ............................................................................................. Val Palmieri/Kirk Moss
National Solo Competition  ............................................................................................................. Jeffrey Solow
Publications  ..........................................................................................................................................Judy Palac
Research  .................................................................................................................................. Rebecca MacLeod
State Chapter Leadership  ......................................................................................... Brenda Brenner/Colleen Tan
Student Chapters ........................................................................................................................Adriana Ransom
String Industry Council  ................................................................................................................Haig Avsharian
String Research Journal Editorial Board  ......................................................................David Sogin/John Geringer
Studio  .......................................................................................................................................Sharan Leventhal

Task Forces
ASTA Certification  ............................................................................................................... Betty Anne Gottlieb
ASTA Certificate Advancement Program (ASTACAP)  ........................................................... Nancy Bargerstock
Full Orchestra Member  ................................................................................................................ Sandy Dackow
Generation XYZ  ............................................................................................................................... Taryn Wood
Guitar-in-Schools  .............................................................................................................................Mark Dillon
Mentorship  ..................................................................................................................................................TBA
Research and Demographics  ...............................................................................................................Gail Barnes
Retirees  .......................................................................................................................................... Clark Chaffee
String Syllabus  ................................................................................................................................ David Littrell
Teacher Standards  .........................................................................................................................................TBA
Youth Orchestra  ......................................................................................................................Michael Gagliardo



www.astaweb.com | 13 

 Together, between the ASTA Executive Board, committees and task forces we have more than 100 members who volunteer their 
energy, experience and expertise to making our organization strong and vital. We know there are many other members who would like 
to be involved in serving ASTA or becoming involved in leadership. Please look for more information about how to become involved 
in future AST issues.
 The next step in our implementation process is assisting each committee and task force in accomplishing its mission and specific 
duties during this year. Our Executive Committee will meet with our staff associates in September for an intensive work session 
dedicated to this process. Once that is complete, our strategic plan will be fully operational.

ASTACAP Update
As many of you may have heard, our successful and growing ASTACAP program is being reviewed under the leadership of Nancy 
Bargerstock and her task force. The program has grown very quickly; however, we realized there were several steps that we could take 
to make ASTACAP stronger, more accessible to our members who don’t live in large metropolitan areas, and a better benefit for our 
members and their students. Please see Nancy’s article in this issue for more details.

Publications Program Update
One of the greatest challenges we faced during the strategic planning process was the delay that this put on our publications program. 
Providing pedagogical and other resources 
to our members is a core component of 
ASTA’s mission, but we have to ensure 
that there is an adequate market and need 
for every publication we adopt. I want to 
thank Judy Palac and her committee for 
their patience, clear guidance and excellent 
insight into how we might update our 
program to make it a better member 
benefit. I am pleased to let you know that 
plans are already in place to release new 
publications in the upcoming year. We 
believe that these items will be excellent 
resources for our members.

The ASTA board is dedicated to the ASTA 
mission and to serving you as effectively 
as we can. Please don’t hesitate to contact 
us if you have questions or would like 
additional information. 

With kind regards,

benham@duq.edu

Apply
for the 

George Bornoff 
Memorial Scholarship Fund

This scholarship is sponsored by the Foun-
dation for the Advancement of String 
Education (FASE) in conjunction with ASTA. 
Three scholarships to attend the ASTA 
national conference will be awarded an-
nually in the amount of $800. For specific 
requirements and an application form, 
go to ASTA’s homepage. Applications are 
due Friday, December 5, 2014. Special 
consideration will be given to applicants 
who teach in underserved areas.
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Association News
Kudos to Melissa Lesniak!

Congratulations to the latest winner in our 
Kudos recognition program—Melissa 
Lesniak, executive director for the Greater 
Miami Youth Symphony (GMYS)!  
 Lesniak was nominated for the honor by 
her ASTA colleague, Vivian Gonzalez, who 
wrote, “Dr. Melissa Lesniak is a tremendous 
voice for string education in Miami-Dade 
County. As the executive director of the 

GMYS, she has impacted the lives of thousands of children in our 
county by working tirelessly to provide low-cost string education 
to the children of our community. Whether through the four 
levels of youth symphony, the starter strings preparatory program, 
or the three levels of summer camp, Dr. Lesniak works year round 
to secure funding (primarily through grants and donations), 
hire high quality teachers, and find appropriate locations to 
introduce string education to children of all socio-economic levels 
and cultures. As a music educator, it is truly inspiring to see her 
dedicated commitment to our community and the belief that 
music education can change lives. She serves on numerous boards 
and grant panels, she constantly donates her time and resources, 
and she is a powerful advocate in our community for all music 
education, but especially string music education.”
 Lesniak joined ASTA in October of 2002 as a graduate 
student at the University of Miami. She said, “I very much value 
how ASTA brings string teachers together in our community to 
create programs that advance string teaching and playing, and also 
appreciate the resources available through national ASTA.” She 
received her bachelor of music in violin performance and business 
minor from Indiana University, where she studied with Mimi 
Zweig, and in 2005 received her doctorate in music education 
from the University of Miami. Lesniak has presented sessions on 
string pedagogy at state and national conferences, is a published 
author in state and national journals, and has participated in 
numerous music festivals. She is a regular performer and studio 
teacher in South Florida. She joined GMYS in January 2004 as 
the concert orchestra conductor, and in August 2005, became 
their first executive director. She is past president of ASTA’s State 
of Florida Chapter and is a grants panelist for the Miami-Dade 
and State of Florida Cultural Affairs Councils.
 Kudos to Melissa Lesniak and thanks to her for the 
enormous impact she has had on string music education in her 
community and her profession!

Do you know someone worthy of recognition? We need your 
nominations for upcoming Kudos awards! Take a few minutes to 
share the story of an outstanding ASTA member who’s making a 
difference, or even nominate yourself! Send nominations to Deb 
Bissen, foundation and advocacy coordinator, at deb@astaweb.com.

String Research Journal,  
Volume IV

It’s hot off the presses—volume IV of the 
ASTA String Research Journal. Members can 
purchase a copy from ASTA for just $24.95. 
For nonmembers, please go to alfred.com, 
ASTA’s official distributor, to order your copy 
for $49.95.
 This new edition includes articles on 
a variety of interesting topics from string 
pedagogy for the 21st Century to how to have 
the ability to practice effectively at all age 

levels. ASTA thanks John Geringer and David Sogin, who serve 
as co-editors and the entire editorial board for producing this 
important 88-page research journal. 

Call for Nominations: String 
Researcher Award
The American String Teachers Association sponsors an 
award to recognize excellence in string research. The String 
Researcher Award will be awarded to a researcher whose work 
has contributed significantly to scholarship in string education 
and/or performance. This year the award will honor long-term 
achievement in research. Nominees should have a record of 
sustained engagement (at least 10 years) in the following research 
activities: publication in juried research journals, professional 
service in string research, and support (mentoring, collaboration, 
supervision) of other string researchers.
 The award will be presented at the 2015 ASTA National 
Conference. Nominations for the award may come from any 
ASTA member; self-nomination is permitted. To nominate a 
qualified researcher, please provide the name and email address 
of the nominee and a letter of nomination that addresses the 
nominee’s qualifications. The Research Awards Committee 
will then contact the nominee to request essential information 
(curriculum vitae & other relevant documentation).
 Nominations for this award must be submitted 
electronically no later than October 20, 2014 to John M. 
Geringer at jgeringer@fsu.edu.

Elizabeth A.H. Green Award 
Nominations 
Nominations are currently being accepted for the ASTA Elizabeth 
A.H. Green School Educator Award. The award is given annually 
to a school string teacher with a current and distinguished career 
in a school orchestral setting. Past recipients include Winfred 
Crock, Alan MacNair, Candace Wiebener, Kathryn Hoffer, Steve 
Reed, Susan Ellington, Mary Lou Jones, Jan Garverick, Michael 
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Alexander, Pamela Tellejohn Hayes, and E. Daniel Long along 
with a host of other distinguished string educators. 
 The postmark deadline for nominations, which should be 
sent to the ASTA headquarters, is Monday, November 3. Late 
forms will not be accepted. For more information or to download 
forms, please visit astaweb.com.

Apply for the George Bornoff 
Memorial Scholarship Fund
This scholarship is sponsored by the Foundation for the 
Advancement of String Education (FASE) in conjunction with 
ASTA. Three scholarships will be awarded each year in the 
amount of $800. For specific requirements and an application 
form, go to ASTA’s homepage. Applications are due Friday, 
December 5, 2014. Special consideration will be given to 
applicants who teach in underserved areas.

Student Exemplary Service 
Award
The ASTA Student Exemplary Service Award is designed to 
recognize and reward college string students who distinguish 
themselves as active members and supporters of ASTA while in 
college. This is an opportunity for students only. Students who 
complete the criteria will receive recognition at the national 
conference and in the American String Teacher. Criteria for the 
award includes: ASTA membership, participation in string-related 
activities, assisting a school’s string program, participating in 
school-related outreach programs, and service to a local  ASTA 
state chapter. For complete details and to receive the nomination 
form, visit the Student Chapters section of the website. Deadline 
for applications is November 14, 2014.  

Chapter Award for Best Website 
Goes to California ASTA

Congratulations to the California 
ASTA State Chapter on its Best 
Website Award.
 See paragraph below to apply for 
the 2015 state chapter awards.

CALIFORNIA: Best Website Award, accepted 
by Kimberly Cole Feeney, President

State Chapter Award 
Nominations Due December 1
ASTA state chapters are encouraged to submit application/
nomination forms for the 2015 chapter awards: Best Newsletter 
Award, Most Improved Chapter Award, Best Website Award, 
Outstanding Chapter Award, and State Chapter Leader Award. 

State chapter awards will be presented at the 2015 ASTA National 
Conference in Salt Lake City, Utah, March 18-21 during the 
State Leadership Workshop. All winners will receive a handsome 
plaque and coverage in the American String Teacher journal. 
For details and application forms, please visit the State Chapter 
Awards page, under “Member Resources,” at www.astaweb.com. 

Chaparral High School, Las 
Vegas, to Receive Bows from 
2014 CodaBows for America 
Community Outreach Program

Congratulations to ASTA member John 
Ficarrotta, who nominated his school for 
our 2014 Coda Bows for America 
Community Outreach program. String 
students at Chaparral High School in Las 

Vegas, Nevada, will benefit this fall from the gift of seven NX 
Violin bows and two PRODIGY cello bows, valued at $3,700.
 Ficarrotta wrote in his application, “Students in the 
Chaparral Chamber Orchestra are talented, enthusiastic, and 
full of energy. Unfortunately, most of the students are from 
economically challenged families where money is simply 
unavailable. Personally knowing the difference a good bow can 
make, I know that the CodaBows would increase both their 
playing ability and their morale.”
 ASTA thanks Jeff Van Fossen and CodaBow International 
for their generosity in sponsoring this program. CodaBows for 
America Community Outreach Program advances the welfare of 
public and private music programs through the donation of bows 
to deserving programs in good standing. If your school could 
benefit from a gift of CodaBows, please remember to apply before 
our April 1, 2015 deadline and check the ASTA website for the 
program application. 

Three Outstanding Young 
Musicians Receive the Potter 
Violin Company Instrument 
Awards!

ASTA is excited to announce the 
latest winners of new 
instruments, generously provided 
by Dalton Potter, owner of the 

Potter Violin Company in Bethesda, Maryland, for the April 
2014 round of the instrument awards for students in need. These 
three outstanding young musicians all benefitted from the 
recommendations of their ASTA member teachers.
 Our most recent award winners include:

•	 Thuan Nguyen, viola, age 17, Louisville, Kentucky
Thanks to Potter’s Violins, Thuan will enter the University 
of Louisville this fall as the owner of a brand new viola—
the first instrument he’s ever owned. Nominated by ASTA 
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Association News
member Christina Givan, she writes in her recommendation, 
“I have been very involved in ASTA during my professional 
teaching career . . . and Thuan is the first student I have had 
that I felt was the epitome of what this program is trying to 
achieve. Your gift of a quality viola for Thuan is guaranteed 
to be appreciated and needed . . . getting him the jumpstart 
needed for a successful musical future.” We wish Thuan all 
the best as he embarks on his studies at Louisville as a music 
major and also congratulate him on earning an academic 
scholarship due to his musical promise and academic 
aptitude.

•	 Maguette Seye, violin, age 13, Greensboro, North Carolina 
A rising eigth grader at Brown Summit Middle school in 
Brown Summit, North Carolina, Maguette’s inquisitive 
nature and drive to succeed set her apart. Nominated 
by two ASTA members, Rebecca MacLeod and Heather 
Lofdahl, both wrote letters of recommendation describing an 
exceptional young woman. MacLeod writes, “She deserves 
this new instrument more than anyone I have ever met,” 
and without it, “will never be able to achieve her potential.” 
She adds, “I fear that a door will close and she will realize 
that hard work does not always pay off because when you 
lack resources, you lack opportunity. Please help us show her 
that she possesses unlimited potential.” As a full-scholarship 
student at the Music Academy of North Carolina, we hope 
this new instrument will help Maquette continue to grow as 
a musician and achieve all of her goals! 

•	 Kayla L. Williams, viola, age 17, Tallahassee, Florida
As she enters her senior year at Lawton Chiles High 
School in Tallahassee, Florida, Kayla “is at a point in her 
development where she desperately needs the benefit of a 
better instrument,” according to her teacher, ASTA member 
Valerie Prebys Arsenault. Williams began playing music at 
the age of four, and “cannot imagine my life without music.” 
In addition to the viola, she also plays violin, mandolin, 
guitar, cello, bass, and tenor banjo. Her excellence is evident 
in her selection the past five years to the Florida All-State 
Orchestra. Williams also performs with her school’s chamber 
orchestra, the Tallahassee Youth Orchestra Symphony 
Orchestra, an Acoustic Ensemble, a folk band, and a country 
band; as well as, a classical trio and quartet. We hope this 
new Peter Zoller viola will help with all of her musical 
endeavors, particularly as she auditions and applies to music 
school and continues on to college.
 Congratulations to these three exceptional winners, 
and thanks as always to Potter’s Violins for their generosity 
in supporting this program. Special thanks to Dan Levitov, 
Maryland ASTA president, who led the selection committee, 
assisted by Maryland chapter members Paul Scimonelli and 
Matt Horwitz-Lee. The next application deadline for this 
program is October 1, 2014. Please see the ASTA website for 
more information.

ASTA FY 2015 Budget
REVENUE

Administration $32,160
Foundation 24,000
Governance -
Member Services 2,015,641
Publications 35,000
TOTAL $2,106,801

EXPENSES

Administration $495,859
Foundation  13,608
Governance 92,545
Member Services 1,478,846
Publications 25,202
TOTAL $2,106,060

Apply for the New ASTA 
Institutional String Education 
Award!
Is your school preparing string players to teach at the K-12 and 
collegiate level? Does it meet at least five of the following criteria?
•	 Must be a current Institutional member of ASTA
•	 Presence of an active ASTA student chapter on campus
•	 Presence of K–12 teacher education and studio pedagogy 

classes in the curriculum taught by string specialists
•	 Demonstrated outreach from department into the 

community
•	 Proportion of string faculty that are ASTA members
•	 Impact in education, on community, and through 

performances of recent graduates from School of Music
•	 String-related research published by faculty in the 

department, and
•	 Alignment of school priorities with the ASTA strategic 

plan (go to the ASTA homepage for link to strategic plan)
If your answer is “yes,” then here is an opportunity to apply for 
the inaugural ASTA Institutional String Education Award that 
will be presented annually at the national conference. This award 
brings attention to the excellent and impactful consequential 
work on performance, education, and outreach demonstrated 
by “schools of music” around the nation. It also strengthens and 
supports the five goals of the ASTA strategic plan: professional 
development and resources, our future and the next generation, 
building community, advocacy and outreach, and sustainability. 
To apply and read more about this award, please go to the ASTA 
homepage. The deadline is January 5, 2015. 



www.astaweb.com | 17 

Something Is Brewing at Café 
Strings: K-12 and Studio
Café Strings is a new online community that serves as a resource 
for ASTA members. It is comprised of different communities 
or groups that share common interests, passions, and concerns. 
Currently, the K-12 and studio communities are available. We 
invite you to check them out and contribute to the discussion or 
start one! All you have to do is use your ASTA log-in and click 
on the Café Strings icon on the homepage. A student community 
will be launching in August, and we plan to have all groups “live” 
by the end of the year. Hope to see you there! Be sure to read the 
following announcement regarding your login.

Attention: Important Notice 
Regarding Your Member Login
As a part of ASTA's ongoing efforts to improve the website and 
simplify access to member-exclusive content, your login is NOW 
the email address you have on file in the ASTA database.
 Your email address will initially serve as the password until 
you change it. To change your password, please take the following 
steps:
 
Go to the Member Resources page at www.astaweb.com/
resources.
•	 Select "Update Your Information" from the left menu.
•	 Log on using your email address as BOTH your logon and 

password.
•	 Select "My Account" from the left menu.
•	 Select "ID & password" from the left menu to change your 

password.
 
While you're logged in, check out the many resources available to 
you. All ASTA members in good standing may use their website 
access to:
 
•	 Pay dues (Member Resources)
•	 Update contact information (Member Resources)
•	 Peruse archived issues of American String Teacher 

(Publications)
•	 Visit Cafe Strings, our new interactive online community 

(Cafe Strings)
•	 Watch live and recorded sessions from ASTA National 

Conferences (Conferences, then Online Learning)
 
When you're finished, simply log out in the upper-right corner 
of the site. If you have any questions or need assistance, please 
contact the ASTA Membership Department at 703-279-2113, 
ext. 14, or membership@astaweb.com. Enjoy your access to 
ASTA's member-exclusive content!
 Can’t access the secure content areas? Don’t have an email 
address on file with us? Please contact us to get your user 
credentials set up. It only takes a few minutes. A valid email 
address is all it takes. You will then choose a password that makes 
sense for you. That’s it! You are able to access all of the resources.
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Association News
ASTA Welcomes New Members
The following list reflects individuals and organizations who joined or re-joined the association between April 1, 2014 
and June 30, 2014. Welcome to ASTA!

Individual

Christine Abbott, CO
Joe Anderies, CO
Tanya Anisimova, MD
Karina Aristy, NY
Mandi Aumann, SC
Zohreh Beheshti, MA
Karen Bellerose, MA
Evangeline Benedetti, NY
Eleanor Bennett, GA
Diana Benti, WI
Jeremy Boersma, CA
Amber Bowman, MI
Andrew Burgan, France
Amanda Burth, SC
Tiani Butts, VA
Macullen Byham, SC
Aaron Carpenter, CO
Jennifer Chaplin, CO
Vasil Chekardzhikov, CA
Ting Chin, CA
Jan Chong, VA
Nicole Cody, IA
James Colpitts, Canada
Marissa Connolly, NY
Darrin Cook, WA
Ann Miranda Cooter, MD
Allison Cowan, TN
Jana Dalpez, WA
Eliza Damasco, NY
Lou Davelman, NJ
Eric Davenport, VA
Lansing Dimon, WI
Tom Dixon, UT
Nicholas Donatelle, NV
Anna Draper, PA

Sara Duce, AZ
Emily Ebrecht, MO
Robin Enders, WA
Dorothy Evans, NY
Amber Fedale, DE
Miranda Fedock, NC
Emily Follman, FL
Christine Gabree, ME
Laura Gallucci, ME
Angela Gigler, CO
Naomi Gray, PA
Marie Guthrie, AZ
Erica Han, DC
Lia Hanes-Stetter, NY
Erik Hassell, MO
Anna Hennessy, VA
Walter Hojka, VA
Lisa Hollenbeck, NY
Susan Horn, AZ
Timothy Isham, NY
Tyler James, VA
Doosook Kim, SD
Alfonzo Kimbrough, NV
Matthew King, MO
Victoria Kitirattragarn, NJ
Saori Kozawa, Japan
Andrew Lavelle, TX
Tod Leavitt, GA
Jisum "Jessie" Lee, TN
Jason Lenz, NE
Jennifer Ludwig, MI
Clarissa Lunt, UT
Daniel Martinho, NJ
Jaime Mayer, WA
Brianna McDonough, MN
Amy McGuire, CA

Ruth Meints, NE
Kyungtae Min, SD
Robert Mitchell, KS
JS Moir, MN
Courtney Morgan, MO
William Myers, NC
Cristian Neacsu, Canada
Jenna Nobles, WI
Troy O'Neal, OH
Sean OHara, MO
Dimitry Olevsky, CA
Sue On, NJ
Meghan Oselka, WI
Jane Parris, NC
Amy Paster, BC
Kaylee Payne, VA
Christine Penney, SC
Mary Perkinson, WI
Melissa Perley, VT
Brian Pflaum, IL
Emily Plunkett, RI
Anna Presler, CA
Luke Reilly, VA
Emily Reola, CA
Sarah Richter, SD
Ronit Rieser, CA
Judy Robinson, CA
Lisa Roudebush, CA
Virginia Ann Rylands, TN
Deborah Sadanand, NJ
Dennis Sayre, WV
Kaya Schubert, CA
Sabrina Scruggs, WA
Mert Sermet, NV
Janet Sikma, IL
Jeri Staudacher, MI

Alice Steinke, AZ
Albert Stern, CA
Christine Sweet, Canada
Kyle Szabo, WI
Nathan Therrien, NH
Jonathan Thoma, IA
Richard Thomas, SC
Andrea Tippery, OH
Michael Tompkins, GA
Etleva Vatoci, NJ
Kelsey Voydanoff, MI
Matthew Watras, ME
Michaela Wellems, IL
Selah Welton, FL
Abigail West, VA
Chika Wie, CA
Michelle Wilkinson-Nelson, LA
Lawton Willingham, GA
Barbara Woodring, TX
Gavri-Tov Yares, MD
Sisi Ye, CA
Gloria Yi, CT
Lisa Zeiler, CA

String Industry Council

GC Violins, UT 
MusikGarten, NC
Stern Sound, CA

Institutional

Alice & Eleonore Schoenfeld 
International String 
Competition
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The Music Education Policy Roundtable continues to expand 
its membership and activities, as a coalition dedicated to making 
a strong public statement that the field of music stands united 
in support of our goals and the cause that we all hold so dear. 
Through strength in numbers and dedicated year-round advocacy, 
we are slowly beginning to change minds in Washington, D.C., 
and attitudes across the country about the importance and 
necessity of maintaining classroom music. We hope to bring 
along as many likeminded music organizations as possible as we 
continue pursuing this exciting next chapter in our collaborative 
advocacy work and are excited about our newest additions.

Current Roundtable Members Include:

American Choral Directors 
Association

American Orff-Schulwerk 
Association

American School Band 
Directors Association

American String Teachers 
Association

Chorus America
Drum Corps International
Education Through Music
El Sistema USA: A National 

Alliance of El Sistema 
Inspired Programs

Gordon Institute for Music 
Learning

Guitar and Accessories 
Marketing Association

GRAMMY Foundation
iSchoolMusic.org
J. W. Pepper & Son

League of American Orchestras
Little Kids Rock
Music for All
Music Teachers National 

Association
Music Publishers Association
Music Sales Group / MusicFirst
National Association for Music 

Education
National Association of Music 

Merchants 
National Association of Music 

Parents
National Music Council
Organization of American 

Kodály Educators
Percussive Arts Society
Phi Mu Alpha
Quadrant Arts Education 

Research
The Recording Academy
Strathmore Hall Foundation
VH1 Save the Music Foundation

Advocacy Update
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Low enrollment and massive attrition rates are significant factors 
in the stability and growth of school orchestra programs. Small 
program size may result in many musical and nonmusical 
challenges, including thin instrumentation, lack of class 
differentiation in student performance level and a weak position 
for program justification (i.e., not enough numbers). Research 
suggests that, on average, elementary orchestra programs enroll 
only about 10 percent of their student populations (Gillespie & 
Hamman, 1997; Solly, 2002). Retaining this fraction of students 
is critical in sustaining and growing a program. Yet studies show 
that these beginning students are particularly vulnerable to 
withdrawal. Chi-hung Clarence Ng and Kay Hartwig (2011) 
found that only 4 percent to 6 percent of music students 
continued to participate through 12th grade. The result is a 
magnification of recruitment challenges that are due to further 
reductions in program size and poisoning of the recruitment well 
(i.e., students talk). Accordingly, the survival and success of the 
school orchestra program depends upon the teacher’s ability to 
understand why students join their program, why students stay 
and why they choose to leave.

Recruitment and Retention
 Recruitment and retention have received little attention 
in the music education literature compared to performance 
and instructional topics, such as intonation, use of vibrato and 
music selection. Studies that have explored recruitment and 
retention tend to be descriptive in nature. B.J. Solly (1985) 
explored students’ reasons for dropping instrumental music, and 
found that the majority of students who withdrew from music 
reported a loss of interest, lack of teacher contact, logistical 
challenges in transporting instruments and perception of musical 
skill as reasons for their withdrawal. Others have reported that 
scheduling conflicts, lack of friends, poor classroom management 
and lack of personal connection with the teacher as reasons for 
withdrawal from music (Poliniak, 2012). In a qualitative study, 

Vasil (2013) found that students decided to stay or drop based 
on family considerations and socioeconomic factors. Thus, the 
current body of research has laid a foundation upon which to 
build our understanding of why students (continue to) participate 
in orchestra.

Student and Parent Choices
While researchers in music education have identified some 
reasons students cite for dropping orchestra, there remains a gap 
in understanding how students and parents make the choice 
of whether or not to participate and how music educators 
can prevent attrition from escalating. Fortunately, the field of 
marketing is devoted to answering such questions, and there are 
many insights to be gained from the application of theories used 
by marketing researchers. Marketing experts often view children 
as consumers and develop their strategies accordingly. The term 
“consumer” sometimes has a monetary connotation. Parents are 
clearly an important source of economic resource, which are 
inevitably required to participate in the strings program, and 
consequently key partners in the decision to place and keep the 
child in orchestra. “The discretionary income of children and 
their power to influence parent purchases have increased over 
time.” (Calvert, 2008, p. 205). Yet a monetary interpretation of 
“consumer” is unnecessarily restrictive. The term may be more 
broadly applied to any consumable resource. For the orchestra 
student, time is a precious resource that must be carefully 
allocated between academic and social requirements and wants. 
Thus, time spent in the orchestra classroom and practicing at 
home consumes some portion of students’ time. Marketing 
theories teach us that if the consumer values choice A over choice 
B, they are more likely to sacrifice some of their limited resources 
to consume choice A. The issue, then, is to understand the factors 
that influence student and parent valuation of orchestra relative to 
other electives or extracurricular activities. 

by Angela Ammerman & Brian Wuttke

Curbing Beginning 

String Attrition

Marketing Orchestra
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Identifying with Strings
Social identity can be described as the way a person identifies 
themselves in relation to others (i.e., role models; Stryker et al., 
2000). Individuals see themselves as part of a group and seek to 
emulate group leaders and share in group experiences. Buying and 
doing the right things brings greater social status within the group 
and increases self-esteem. Some of the “right things” include 
shunning others who do not share the group’s values. Thus, 
individuals identify in-groups and out-groups, and participate 
in the activities that will make them even more a part of the in-
group (Trepte, 2006; Robbins et al., 2009). Within the context 
of the school orchestra, a student’s identity is shaped by other 
students, friends, teachers, parents and media. 
 There are several factors that influence an individual’s social 
identity, including dictums of the perceived group leaders, 
perception of social status, and self-efficacy. Existing research on 
the subject suggests that students choose not to participate in 
orchestra when the activity has low social value (Ng & Hartwig, 
2011). Parental discouragement, lack of support from school 
leaders and lack of appeal are social elements that have been 
associated with students’ decisions to drop instrumental music 
(Ng & Hartwig). Conversely, reasons given for retention have 
included “personal interest, rich music experiences, valuing music, 
parental encouragement, and quality music programmes…” (Ng 
& Hartwig). 
 Findings from the current study were consistent with existing 
research. A six-item Likert-type social identity scale was created 
to explore how students’ feelings about their teacher (i.e., group 
leader), friends and self-efficacy (i.e., ability to contribute to and 
be part of the group) influenced their decision to stay or drop 
orchestra between fourth and fifth grade. Parents were asked 
to indicate their child’s agreement or disagreement with the six 
items on a scale from 1, strongly disagree to 4, strongly agree. The 
average scores for students who decided to continue in orchestra 

were higher in all three social identity categories compared 
to those who dropped, as shown in Figure 1. Only scores for 
perceived musical ability were statistically different between those 
who dropped and those who continued.

Musical Ability
Prior research suggests that the decision to continue investing 
time, energy and money in instrumental music may be influenced 
by the student’s perception of his or her playing ability (Ng 
& Hartwig, 2011). In the current study, perceived musical 
ability was the most significant factor in deciding whether to 
drop orchestra. Students’ perception of their musical ability 
can be affected by feedback directed toward them personally 
or toward the group with which they identify (i.e., feedback to 
the entire orchestra). One way for students to reduce the risk of 
demoralization is to distance themselves from groups that often 
receive negative comments from authority figures (i.e., teachers, 
administrators or even assessment judges). It is important that 
criticism toward students be constructive, not destructive. A 
caustic environment in which students are told, and come to 
believe, that they cannot play the instrument will result in 
orchestra being labeled an out-group.
 Here are a few ways to boost your students’ musical 
confidence:

1.  Identity – Embolden your young musicians to identify 
themselves as a “violinist” or a “cellist.” This eventually 
becomes part of how they identify themselves, and part of 
their social identity. Refer to them as “musicians” rather 
than “students,” and encourage them to find role models 
on the same instrument. 

2.  Hear Ye, Hear Ye! – Encourage fourth-graders (first-
year string players) to sign up for fifth-grade orchestra 
with a special invitation sent home individually with a 
personalized note. 

Figure 1

Keeping Those Seats Filled
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3.  When asked if a higher level teacher had contacted a 
student before a transition, 73 percent of students involved 
in a 1985 study said no (Solly). Perhaps an invitation 
coming from the secondary teacher could smooth the 
transition for a student, raise self-esteem and enhance 
their feeling of pre-acceptance within the social group. 
If we consider elementary string players as members and 
consumers of our group, then we must constantly strive to 
advance the social identity of our students.

4.  Give genuine and specific praise – Make a note of the 
strengths of each child. If there is a student who is not 
a particularly good player yet, perhaps you can forge a 
connection in a nonmusical way by praising strengths in 
other areas. Capitalize on this so that the student feels he 
or she has a place within your classroom and within the 
social group.

5.  Perform during the first year – Schedule performance 
opportunities even for first-year string players. This is a 
great way to increase visibility of your program and to 
demonstrate your support and pride in your students. 
Public performances indicate the success of your students 
and also provide motivation for continued improvement 
and practice.

Social Status
Social status is a vital piece of social identity and an important 
factor in planning for student retention. Social status is not only 
determined by an individual’s perception of rank within the 
group, but also by whether they belong to the in-group or the 
out-group. Students with low confidence in their seating within 
the orchestra can still obtain personal satisfaction if they believe 
they are part of a good program. It is important that students 
feel that they belong to the program as a whole. This means each 
ensemble within the program shares in the successes of the other 
ensembles. Additionally, students can only identify as being a 
member of the in-group if there is an out-group for comparison 
(Trepte, 2006). Thus, friendly competition with rival schools or 
districts can enhance students’ sense of pride and identity with 
your orchestra program. 

1.  Teacher as leader of in-group – Take great pride in your 
own ensembles. Members must feel that they are the in-
group to you! Your support will motivate them to continue 
to be an active member in the in-group.

2.  In-group versus out-group – Consider some form of 
competition, whether you compete with your own band 
program or the elementary orchestra program across the 
county. Just remember, keep it healthy! Here are a few easy 
ideas for such a competition:
a. Solo and Ensemble Festival – Compete for the most 

participants in solo and ensemble festival.
b. Fundraiser Competition – Need to raise money? 

Compete against the band program at your school to 
see who can raise the most money!

c. Practice Competition – Compete against another 
elementary strings program for the most practice 
hours.

3.  Environment – It is essential that the orchestra room 
be a safe haven for your students. Carefully monitor 
your students’ treatment of one another. The teacher 

has a powerful role as facilitator and mentor within 
the classroom. Do your best to foster a kind and caring 
environment in which each student has a role to play. It is 
our duty to ensure that students always feel welcome, safe 
and important within our classroom.

Teacher Likeability
The orchestra teacher is the group leader and therefore defines the 
group. Accordingly, teacher likeability has practical significance 
in determining whether orchestra is defined as an in-group or 
an out-group. Likeability does not imply a program without 
standards or classroom management. Indeed, such a program 
would not provide the sense of discipline and accomplishment 
that comes from being part of a prestigious and high-value social 
group. It does mean that standards are enforced and criticism is 
delivered in a positive and constructive way. The current study 
also collected comments from respondents regarding their child’s 
decision to continue or drop orchestra. Notably, some parents 
indicated that their children would have continued in orchestra 
had their strings teacher been friendlier. 
Here are a few tips for forging a healthy rapport with your 
students:

1.  Music is fun? – Well, music should be fun. Do not be 
afraid to laugh during class, to point out the funny things 
in music, and engage your students with humor.

2.  Send a note. – What music teacher has extra time? Extra 
time seems like a foreign concept to many of us, but taking 
two minutes at the end of every day to send a quick email 
to the parents of an improving child can make the world 
of a difference for a student, can encourage that child to 
continue to improve, and can foster parental support and 
communication.

3.  Avoid demoralization. – Beginning string players need a 
wealth of encouragement, and part of developing a strong 
social identity in your students is ensuring their perception 
of success. End every day with positive comments and 
cushion the critical with a piece of specific praise. Brag 
about your students to their classroom teachers, the 
principal and parents. Important: Teachers must be 
especially wary of the demoralization that all too often 
accompanies a critical rehearsal. “If inferiority of their own 
group cannot be denied, members might leave a group and 
join a higher status group,” (Trepte, 2006, 259). Criticism 
must be met with praise and high valuation of the group.  

Brand Loyalty
The very essence of retention is brand loyalty. Marketing 
research suggests that brand loyalty is a strong predictor in client 
retention; trust, value and satisfaction are often the three most 
significant factors in determining continued association with a 
group (He et al., 2012). Understanding consumers’ motives is 
vital to creating a meaningful brand and relationship with the 
consumer base. For the orchestra, this means sharing the message 
of what the program is about with would-be members. Potential 
recruits need to know why orchestra is the in-group. Some of 
these reasons might include friends or family members who 
have participated in orchestra; program and student successes at 
festivals and competitions; and fun activities. Most importantly, 
however, would-be members need to receive this information 



www.astaweb.com | 25 

from others with whom they most identify: their peers. Have your 
students make a recruiting video describing why they like being 
in orchestra. If you have a multi-lingual school, be sure to include 
some non-English endorsements. It is a great way to help students 
imagine themselves in the program.
 It is important to communicate with your current 
students, too. Part of fostering brand loyalty entails maintaining 
relationships with your current consumers (students). Students 
are constantly presented with choices for other activities, and they 
need to be reminded of why orchestra is the in-group. Gradually 
giving students more responsibility and more ownership in the 
program is a great way to encourage personal growth, social 
identity, and retention. Allow students to design an orchestra 
logo, and let the class vote on the design. Give students a voice 
when choosing pieces to play for their spring concert. Diversify 
your “product line” to include hoodies and pencils with your 
logo. Use this logo on everything so that the connection between 
the logo and your program becomes immediate. Brand loyalty 
can be a very powerful tool. The branding for Nike is so powerful 
that consumers can see the Nike swoosh and immediately register 
the Nike brand (Sutherland, 2008). While our brand loyalty 
is unlikely to be as powerful as Nike, we can still play a role in 
our students’ social identity and loyalty through our own special 
brand. Establish roles within your organization such as a stage 
crew to set up and tear down the stage before and after concerts, 
stand-masters to ensure proper storage of chairs, and assistants for 
various other tasks. In these ways, you can build recognition, trust 
and satisfaction with your brand. 
 Recruiting and retention are critical subjects that have 
received comparatively little attention. While performance 
techniques are a major component of classroom instruction, 
without recruiting and retention there will be no classroom 
instruction. The purpose of this study was to explore the reasons 
for dropping orchestra between fourth and fifth grade. The results 
were consistent with prior studies and with the predictions of 
social identify theory. Musical self-efficacy, social status, and 
teacher likeability were particularly important factors in student 
retention. The implications of these findings were discussed 
through a marketing lens. The continued improvement of 
students’ perceived musical ability, social status, and teacher 
likeability are critical to increasing student participation in 
strings. We must remember that students and parents have 
choices, and we must effectively communicate and demonstrate 
why orchestra is the high-value option. When the orchestra 
program offers continued membership as part of a high status in-
group to which they can contribute and in which they can grow, 
we will see our numbers start moving in the right direction.
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As much as I’d like to believe it, I’ve always been a little dubious about research citing music instruction as a causative 
factor of positive outcomes in other areas of life. The “Mozart Effect,” ill-conceived as it was, took on a life, and an 
industry, of its own. I’ve wondered if the type of young person interested in playing the violin in orchestra is even the type 
of person who would ever be interested in joining a gang. 

Advances in science clarify learning
Significant advances in neuroscience are painting a pretty clear picture first brought to us by cognitive psychology 
educational best practices, and the answers are enlightening, unintuitive and powerful.
 We may have heard that we only use 10 percent of our brain, and by inference might assume that if we used more, 
much more, we would be smarter, better, faster. However, when too much of the brain is active a seizure occurs. The 
initial, and one of the most significant parts of the learning process, involves using less of the brain.
 In “Changes in the Development of Expertise: Neuroanatomical and Neurophysiological Evidence about Skill-Based 
Adaptations,” (Hill and Schneider) researchers published functional Magnetic Resonance Imaging (MRI) showing the 
brain learning a task. At first it is lit up like a Christmas tree. Most notably the pre-frontal cortex, responsible for executive 
function, is very involved. As the task is learned, more and more regions drop out as the brain finds the perfect efficiency 
point for the desired ability. This has been called a process efficiency change and a skill is learned once it is completed. 
This process involves difficulty and frustration as the brain is trying to figure out how to best deal with it. 

 But this is only the first step to becoming fluent in that skill. At this point a specific neural network has been 
created. Everything we do and think is represented by neurons (brain cells) connecting with other neurons and these 
communications are neural networks. Each time an action potential (electrochemical nerve impulse) is sent between 
neurons it travels down an axon then across a gap called a synapse. When that happens, specific cells attached to a part 
of the axon (specifically the internodal parts), called oligodendrocytes, produce an insulating sheath for the axon called 
myelin (Araque and Navarrete; Wake, Lee, and Fields). The more of this insulation there is, the stronger the current 
(action potential) remains, and the faster it travels. It takes a lot of repetition, but the more myelin that is wrapped around 
an axon the faster we think, play or execute any other skill we are working to learn.

Why Music Education Matters 
in Academics: 

It May Not Be What You Think

by Gregg Goodhart
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 What this means, in simpler terms, is one must focus and 
continually problem solve even when it is frustrating until the 
solutions to learning the skill are found (process efficiency change). 
This crucial step in high-efficiency learning has been called 
desirable difficulty by researchers (Bjork and Bjork). Then the skill 
needs to be repeated over and over to increase processing speed 
(myelination). As of this writing, researchers have not been able 
to find the upper limit of this speed. Take a moment and consider 
what that means with regard to the potential of all students.

Moving in the right direction, and finding answers
In 2009, the Dana foundation published “How Arts Training 
Improves Attention and Cognition,” by the eminent education 
research psychologist Michael Posner and a colleague. Posner has 
done a significant amount of work over 50 years on the brain’s 
attention networks (focus). He wrote, “If there were a surefire 
way to improve your brain, would you try it? Judging by the 
abundance of products, programs and pills that claim to offer 
‘cognitive enhancement,’ many people are lining up for just such 
quick brain fixes. Recent research offers a possibility with much 
better, science-based support: that focused training in any of the 
arts—such as music, dance or theater—strengthens the brain’s 
attention system, which, in turn, can improve cognition more 
generally. Furthermore, this strengthening likely helps explain the 
effects of arts training on the brain and cognitive performance 
that have been reported in several scientific studies, such as those 
presented in May 2009 at a neuroeducation summit at Johns 
Hopkins University (cosponsored by the Dana Foundation).” 
 At the time, Posner had only a hypothesis about the building 
of attention networks. He wrote, “Taken as a whole, the findings 
to date tell us that music training can indeed change brain 
circuitry and, in at least some circumstances, can improve general 
cognition. But they leave unsettled the question of under what 
circumstances training in one cognitive area reliably transfers to 
improvements in other cognitive skills.” He continued, “As we 
have seen, recent studies have transcended the failed paradigm 
of simply exposing people to the arts, and now concentrate on 
the effects of arts training over months and years. We need more 

studies like these to determine whether, 
beyond strong correlation, causation occurs. 
Arts training may influence cognition through 
other brain processes as well. Because arts 
training strengthens the brain network related 
to the art being practiced, other tasks that 
rely on the same brain circuitry or pieces of it 
presumably would be affected.”
 We are now getting that research. 
The study, “Improved Effectiveness of 
Performance Monitoring in Amateur 
Instrumental Musicians,” identified the link in 
2014. Among other findings it noted, “More 
importantly for present purposes, higher 
levels of musical practice also were associated 
with a better engagement of cognitive control 
processes, as indicated by more efficient error 
and conflict detection… and reduced post-
error interference and post-conflict processing 
adjustments.” To put it another way, it 
trains the brain to search for areas of error, 

maintain focus instead of giving in to frustration, and then make 
adjustments based on finding those errors over and over as one 
works. I believe we teachers have a word for that—learning. That 
is how learning works for any subject, any skill, anything. The 
more you do of it the better, smarter and faster you get.
 The study went on to say, “Here we show that already 
moderate levels of musical activity are associated with improved 
executive functioning when performing basic nonmusical 
cognitive tasks.” Executive function refers to the basic ability 
to choose “should” over “want,” a crucial skill for adult self-
reliance, as well as good learning now. This is wired up in the 
prefrontal cortex (PFC) of the brain. The PFC is underdeveloped 
in the young and will not finish developing until the age of 25. 
Have you ever wondered why your insurance goes down, or 
you can’t rent a car until you are 25? Actuaries have noticed this 
phenomenon for a very long time; now we have insights from 
neuroscience to bear this out.
 In the enlightening book “Willpower; Rediscovering the 
Greatest Human Strength,” researchers Baumeister and Tierny 
show, among many other amazing insights, that the PFC 
functions like other parts of the cortex. That is, you learn a skill 
(wire up a neural network) and then, through repetition, make 
it stronger (myelination). This is to say that focus, self-discipline, 
perseverance rely on strong neural networks that need to be 
created in the PFC. Notice I did not identify a specific skill. This 
is the ability to focus, push through frustration, and learn at a 
high level for anything. This ability to control one’s focus and 
behavior successfully is the essence of self-reliance, and how well 
students build that skill will translate directly to how successful 
they are as adults.
 Putting all of this together we can begin to see that these 
networks are created and strengthened in music training, then are 
made available for all academic work. Why is this?

There are no B+ averages in music
There are no B+ averages in music. Imagine a performance in 
which a full 11 percent of it was mistakes. Yet, many times, 
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students who maintain a B+ average for an academic class are 
considered excellent.
 This is because arts teachers must teach process over content, 
while the general strategy usually employed elsewhere emphasizes 
content over process. How much did teachers teach you how 
to learn? And was it drilled over and over the way content was 
drilled? Creating the neural networks and myelinating them over 
and over, for years? It is that learning process that you need to 
become fluent in the domain while using the content during that 
process. 
 Music teachers must, as a normal part of their jobs, to be 
considered “good,” get all of their performing students to about 
98 percent or better. The really good ones get very close to 100 
percent. I taught music successfully for 13 years at the high school 
level. It is a common myth that music teachers at the pre-college 
level seek out “talented” students, or identify them in their classes, 
and then develop them. What we do is take anyone and everyone, 
and know that if they will follow our directions (the learning 
process in its purest form) they will get good. This develops the 
PFC as well.
 Think of your rehearsals or performance classes, is that 
how math and science are taught? That is why you see such a 
stratification of grades in academic classes. In a competently 
designed curriculum there is no reason anyone should get below 
an A with reasonable effort. The reason this does not happen is 
that most students do not know how the learning process really 
works. They are left alone to figure it out and their grade will 
reflect how well they did so. An A means, at best, fluency, not 
mastery. That is another level. The few that can figure out the 
process on their own are called “gifted.”
 How do we deal with gifted students? We place them in 
accelerated courses for focused training within the rich mental 
models they have already built. This fits squarely into the 
paradigm of skill development; work properly over time, build 
a mental model in order to think critically in the domain, once 
fluency (A’s) is achieved then get intensive higher level training 
to progress toward mastery. This process can be taught to any 
healthy student, and everyone is capable of “gifted” achievements.
 The gifts are already there waiting to be opened by all. 
They are in music. With any luck, academics will catch on to 
this process. Currently, there is a nascent national interest in 
neuroeducation.

The brain is designed to enjoy learning
Making oneself do this can, at first, seem unpleasant for a 
young person. Many times they need to be structured into these 
behaviors (creating PFC neural networks). However, on the other 
side is a rich engagement of the brain that produces what the 
researcher Mihaly Csikszentmihalyi calls “flow.” This is the state 
the brain enters when it is fully engaged. We have experienced 
this as hours, seeming like minutes, when we are engrossed in a 
task. He argues this is the most enjoyable state for the brain to be 
in and makes a distinction between pleasure (lying on the beach, 
playing a video game) and enjoyment (when the brain is fully 
engaged and we are truly enjoying learning). This state can only 
be achieved once some fluency is acquired as it involves higher 

level problem solving in the domain, and that is the difficulty 
(desirable difficulty) of the initial part of learning. 
 The good news is it appears the brain is designed to crave 
high level problem solving/cognition. After all, that is how 
humanity has advanced over the course of time. But the price 
of this productive state of enjoyment is persevering through the 
initial unpleasant stages. Most do not want to do that, thus few 
seem to be “gifted.”
 After the initial difficulty, true fluency in a domain produces 
enthusiasm for learning more about that domain generating 
genuine and lasting learning, self-esteem and self-reliance 
(Zimmerman). Passion for music can be created by learning to 
play it well. 
 There also are strategies to begin gradually building positive 
habit patterns so that doing work properly becomes habituated 
(Duhigg). Starting and engaging in focused learning becomes like 
tying your shoes. It is neither pleasant nor unpleasant. It is just 
something that you do. After that, flow is not far behind.
 These things are very important. But what I have written here 
is just the tip of the iceberg. Please research and decide for yourself. 
There is a bibliography included, and you can get more information 
and resources at my website betterlearningthroughneuroscience.com.
 Also, make sure students eat well and get exercise. They must 
nourish and take care of their bodies, for they will grow into the 
ones they’ll need as adults. And make sure students genuinely 
participate in music. Like their bodies, they must nourish and 
take care of their brains.

Implications for music teachers
I’m sure we can see the use of this information for advocacy with 
administrative and faculty members. There are a few other things 
to consider.
 Every good experienced music teacher I have encountered 
understands the basic issues I’ve outlined as part of their normal 
teaching. What is new is the coalescing of research, first from 
cognitive psychology and then neurobiology, that allow us to fill 
in the blanks and understand how all of these things function as 
part of a larger model. When we come to understand that, we 
learn how to teach others to do what we do.
 We will certainly need more than one article in a journal 
to get to this place. However, when we do, we can advise entire 
departments—all of them in fact—on to how all students can 
achieve that 98 percent. Any good, experienced music teacher is 
very close to understanding how to teach that. Teaching it should 
take about as long as it takes to develop students to be in your top 
orchestra, and the process will be the same. Depending on where 
a given teacher is in their own development, this could take one to 
four years.
 I started an after-school discussion group that was well 
attended by faculty. The process slowly began interesting others 
with all of the good information available, as well as relevant 
contributions from the group.
 If we look around, we can see a groundswell of things 
pushing education in this direction. There are websites that claim 
to train your brain; the excellent work and conventions held by 
The Learning and the Brain Society, The Dana Foundation; areas 
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such as graduate study in music cognition like the one at Eastman; a slew of books addressing myriad issues surrounding this paradigm 
— including the currently popular “Focus.”
 I believe no other conclusion can be reached: our issues with education lies in the teaching of process, and technology can take 
care of most of the content.
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From Holberg’s Time: Suite in Olden Style, op. 40, is a canonical work for string 
orchestra. Its unique blend of Baroque and Romantic sensibilities, viewed through a 
Scandinavian perspective, has proven irresistible for performers and audiences alike. 
The cumulative technical and musical challenges of this substantial piece — the five 
movements span more than 20 minutes — make the work somewhat unwieldy to 
program. Consequently, it is frequently represented on school concert and festival 
programs by the Prelude.

Origins of the Holberg Suite
The background and training of Edvard Grieg (1843-1907) seem at odds with the 
singular Nordic musical voice that was to emerge. His family’s heritage was Scottish. 
(His great-grandfather became a Norwegian citizen in 1779.) Moreover, the composer’s 
formal training was at the Leipzig Conservatory, a world-class institution but perhaps 
not the best place for an expatriate to develop a nationalistic identity. Upon returning 

home, Grieg begrudgingly wrote a Symphony in C Minor (1864) but quickly withdrew it, finding his interest and talent lay in more 
modest musical structures. A commission from Henrik Ibsen for incidental music for an 1876 production of Peer Gynt brought Grieg 
national exposure; his position at the forefront of Norwegian culture persists to this day.
 Though a master of miniature forms—his songs and piano pieces represent the bulk of his catalog—Grieg is perhaps best known 
in the concert hall for his Piano Concerto in A Minor. In addition to Peer Gynt, for which he wrote nearly 90 minutes of music, other 
large-scale works include the Symphonic Dances for orchestra, three violin sonatas, a cello sonata and the String Quartet in G Minor, 
which served as a model for Debussy’s quartet in the same key.
 Grieg’s expertise with lyricism on an intimate scale is eloquently embodied in a handful of shorter works for string orchestra. Two 
Elegiac Melodies and “Ase’s Death” from Peer Gynt are the best known. Three additional song pairs, frequently overlooked, are worthy 
of examination. Originally for voice and piano, Two Melodies, op. 53, is comprised of Norwegian and The First Meeting. Popular 
Song and Cow Keeper’s Tune, and Country Dance are the titles of Two Norwegian Airs, op. 63. Grieg also arranged for strings a pair 
of movements from the solo piano suite Lyric Pieces, op. 68. Published as Two Lyric Pieces, op. 68, Nos. 4 and 5, the movements are 
Evening in the Mountains (for oboe, horn and strings) and Cradle Song (for strings alone). These sets offer appealing alternatives to 
Grieg’s more frequently performed string works.  
 The appeal of the Holberg Suite stems from its unique combination of stylistic influences. In 1884, Grieg was commissioned to 
write a piece in honor of the bicentennial of author and playwright Ludvig Holberg (1684-1754), a seminal figure in Norwegian and 
Danish literature. (The title page dedication, omitted in some editions, lauds Holberg as the “Molière of the North.”) The original 
version for solo piano was completed in August 1884. The string arrangement was unveiled under the direction of Grieg himself at a 
concert in Bergen in March 1885. More than 30 years before the acknowledged beginnings of neo-classicism, Grieg invoked the formal 
conventions of the Baroque suite to recreate the musical landscape of the late 17th Century. This deliberate look backward at a revered 
and thoroughly Scandinavian subject, viewed through a Romantic sensibility, resulted in a richly layered, captivating aggregation of 
antique and contemporary melodic, harmonic and formal gestures.

Rehearsal and Conducting Considerations

Fig. 1: mm. 5-14, Violin I.

The Prelude is cast in ternary ABA form. Given the breadth and weight of the central section observing the repeat of the opening passage 
preserves the balance of the overall formal structure. The metric marking is alla breve, with the tempo indication Allegro vivace (half 
note=76). Nevertheless, compelling performances are certainly possible at a slightly slower pace provided that the forward motion and 

Rehearsal and Performance Guide: 

Prelude from 
Grieg’s ‘Holberg’ Suite

by Mark Laycock
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intensity inherent in vivace are maintained. Interestingly, in arranging the original piano version for strings, Grieg indicated marginally 
slower metronome markings for all but the final movement. Moreover, the Prelude works well conducted in four. Small, concentrated 
gestures are the best means of portraying the energetic character, particularly the obsessive vitality of the ostinato rhythm. Opening to a 
duple pattern, if desired, might be used to underscore the lyricism of the dolce melody (e.g., mm. 9-15 and 31-37) (Fig. 1).

The ostinato (Fig. 2), played in turn by every instrument and present in all but a handful 
of measures, is the primary motive of the movement, and uniformity and consistency are 
of utmost importance. The length of the eighth note is crucial. If played too short, it 
becomes another sixteenth note. If played too long, it compromises the clarity and 
incisiveness of the figure. One approach would be to hone the articulation and style of the 

pattern away from the music, perhaps distilled into a warm-up exercise. Once principal players demonstrate unified bow placement, 
articulation and style, then insist that section members doggedly adhere to their visual/aural example. Throughout rehearsals continue 
to monitor this pivotal figure closely for homogeneity, particularly as it is passed among sections of the orchestra.
 Dynamic contrast is another salient feature of Grieg’s musical language. Significantly, the composer largely eschews the terraced 
procedures common to Baroque music in favor of more gradual and thus more inherently Romantic changes. In the opening measures, 
the tempo, accents and rhythmic activity all conspire against the piano dynamic marking. Insist on a soft volume level, the ffp and fp 
gestures providing but momentary surges of sound. Careful attention to bow distribution and weight will help facilitate a nuanced 
approach.
 Grieg also employs a charming calming effect to color phrase extensions throughout the movement. Marked più p, these passages 
(mm. 13-15, 35-37, 60-62) (Fig. 1) invariably feature heightened tranquility in advance of a dramatic crescendo. Be sure that the tone 
in the previous measures, consistently marked piano, is still strong enough to allow for noticeable dynamic contrast. Moreover, the 
allure of the softer section will be amplified by a concomitant alteration of timbre; consider a perceptible easing of vibrato speed and 
width.

In contrast to the whispered delicacy of these phrases, Grieg elsewhere demands 
abrupt and near volcanic eruptions of volume often within a very short span of time. 
In measure 16, for example, the voices emerge from quasi pianissimo to forte in the 
span of a single bar (Fig. 3). Instruments with more sustained parts (in this case, the 
first violins and first cellos) may require extra encouragement to match the intensity 
of the more active voices (second violins and violas). In other cases, a single melodic 
part will carry the burden of a crescendo while other instruments wait for a subito 
dynamic shift.  

Measures 21-22 (and their sequential counterparts four bars later) 
feature melodic motion in the violas that rises in both pitch level 
and volume. The cellos are directed to remain soft until the forte 
arrival point (Fig. 4). As a possible compromise, the cellos might 
execute a short-term expansion in the two beats leading up to the 
forte, but only if melodic balance is preserved.

Grieg also is quite specific with 
articulation: accents, staccato and 
the aforementioned f/ffp markings 
permeate the movement. In 
particular, a careful distinction 
between accents and staccato dots 
must be observed—the former 
with greater length and sustained 
intensity and the latter with more 

separation and somewhat less weight. However, the single instance of slurred staccato (m. 43) is a case in which the true meaning of the 
Italian term (from staccare: to detach) provides the key to the best execution (Fig. 5). Rather than a dry, forceful pair of upbows, the 
figure should match its contextual character—broad, expansive and noble. If not a true portato bowing, the violins should at least 
conceive of the articulation as dots combined with dashes to elicit a more connected, lyrical style. This climactic passage also is the 
most heavily accented in the Prelude, the primary motive assuming dominance in a dense homorhythmic passage (mm. 46-48). 
Despite the sempre fortissimo, additional volume must be reserved for the accents; the design which outline the melody. 

Fig. 2:  m. 1, Violin I.

Fig. 3:  mm. 15-17, Violins, Viola, Cello I.

Fig. 4:  mm. 21-23, Viola, Cellos.

Fig. 5:  mm. 43-46. Violins, Viola.
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 The movement offers ample opportunities for creative phrase shaping. For instance, subtle dynamic shading may enhance the 
contour of the initial dolce melody (mm. 9-12) (Fig. 1). One viable option is to build intensity through the repeated notes, relaxing 
after the descending fifth; the concluding half note should be tapered yet sustained full value. In the same passage, the pizzicato 
sequence in the low strings may be similarly attenuated if the basses lighten their notes, underscoring the antecedent/consequent 
relationship with the second cellos.  

A comparable pairing of arco and 
pizzicato also is present at the tranquil 
midpoint of the B section (mm. 31-37) 
(Fig. 6). Consider building through the 
initial two measures of the sustained violin 
melody, then diminuendo to the end of 
the half-note resolution. Proper balance is 
crucial in the first violins’ three-part divisi; 
the second and third parts play a vital role 

in the harmony. While dividing by stand is a viable option, distributing the parts by player may achieve a better blend and help 
strengthen the lower voices. The pizzicato line can shadow this contour delicately, growing on descent and receding on ascent. A true 
test of an orchestra’s maturity and sensitivity, the succeeding piu p echo might feature the same dynamic shading, but on an even more 
intimate scale.

A steady shared rhythmic pulse is a vital component of a successful performance of the 
Prelude. This is particularly true when a lyrical melody is accompanied by the ostinato 
figure. The faster note values must always exert rhythmic hegemony. The central B section, 
with its rapid figures situated among rests, is arguably the most challenging from the 
standpoint of pulse. There are several tactics to increase confidence and security in these 
notorious passages. Rehearsal at a slow tempo establishes and strengthens melodic cohesion 
between voices. Where instruments have rests before furious interjections, players 
preparing to enter should impose the upcoming rhythmic subdivision as they count (e.g., 
in m. 41, perceiving the rests as comprised of septuplets and sextuplets, respectively) (Fig. 
7). Bow strokes should be focused and concise to help prevent any lapse in the pace. Due 
to the rapid flurry of contrapuntal exchange, accurate counting takes precedence over 
listening—insist on metrical precision for each entrance. 

This also applies to the upbeats that lead out of these furious measures and into the next phrase (e.g., 
cello lead-in to mm. 21 and 25) (Fig. 8). Perhaps most importantly, the players must be fully committed 
to every entrance. Any hesitation or lack of confidence will compromise the force of the passage.

Fig. 9: mm. 54-55, Violin I.

There are two points in the Prelude at which Grieg prescribes a tempo alteration. The first, more modest in scope, is the poco ritenuto 
in m. 54 (Fig. 9). A gesture common to Romantic music, this slight ritardando underscores the retransition to the primary theme. 
Rather than deliberately slowing the tempo, the performers should approach the gesture as a momentary relaxation of the forward 
momentum. Observing the printed diminuendo, from forte to piano, also should help preserve the organic quality of this gesture.

Fig. 6:  mm. 30-34:  Violins, Viola.

Fig. 7:  m. 41, Violins, Viola, Cello.

Fig. 8:  mm. 23-24, Violins, Viola, Cello.
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Fig. 10: mm. 67-72, Violins, Viola.

 The second modification of the pulse, much more dramatic in nature, occurs at the end of the movement (Fig. 10). Over the 
course of the final four measures, Grieg dictates a ritardando al fine. Given the length of the rallentando, the sequential nature of 
the passage and the overall vivace character of the movement, it is best to resist slowing until exactly where notated at which point 
the tempo gradually slackens. The accented quarter notes should be broad, starkly contrasting to the low string staccato notes in the 
previous phrase. In the final measure, two asterisks refer to important performance instructions printed at the bottom of the page. 
(Unfortunately, many reprint editions, including those from Kalmus and Luck’s Music Library, have excised these lines of text.) 
The single asterisk (“lift bow”) indicates a space before the fermata, while the pair of asterisks (“change of bowing”) reveals Grieg’s 
preference for a longer, more sustained final chord. 
 The Prelude is an ideal piece for the accomplished student orchestra. Its breathless tempo, exquisite melodies and bold changes of 
character have resonated with musicians for 130 years. Careful attention to Grieg’s meticulous notation, combined with a measure of 
interpretive imagination, is vital to capturing the charm and excitement of this miniature masterwork.

Mark Laycock is an associate professor of music at Wichita State University (WSU), where he holds the Ann Walenta Faculty of 
Distinction Endowed Professorship. He has been recognized with the WSU Excellence in Creative Activity Award (2012) and the 
College of Fine Arts Excellence in Teaching Award (2007). He serves as director of orchestras and coordinator of strings. 
Laycock is a member of the board of directors and chair of orchestra activities for the Midwest Clinic. His work as guest 
conductor, clinician, and adjudicator spans 24 states, including the leadership of district, regional, and all-state orchestras. He 
has served the ASTA National Orchestra Festival as an adjudicator (2011) and clinician (2012).
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Paul Kantor is one of the leading violin pedagogues and one of the 
most sought-after teachers in North America. Appointed Eleanor H. 
Biggs Memorial Distinguished Professor of Violin at the Cleveland 
Institute of Music in 2002, he received his bachelor of music and 
master of music degrees from the Julliard School. Kantor’s principal 
teachers were Margaret Graves, Dorothy DeLay, and Robert Mann. 
Now that you know his formal background, let’s move on to some 
personal and insightful reflections from this year’s Artist Teacher award 
winner.

1) Since this is our back-to-school issue, which teachers inspired 
you to study music at an early age?
My elementary school education began in the 1960s when music 
was a significant part of public school education. In my memory, 
the academic routine at that time was filled with “busy work”: 
mind-numbing repetition of workbook exercises that made the 
clock hands move at a glacial pace. Yet if you played in the “orcha-
band”(an orchestra of mostly flutes and clarinets), you could be 
liberated from the classroom for a couple of hours a week for what 
was aptly called “release time.”
 For both musical and extra-musical reasons, I adored orcha-
band. Our director was a charismatic and inspiring teacher/
conductor/drill Sergeant by the name of Louis Detaranto. (I 
recently received an email from him and was thrilled to hear that 
he is still teaching.) 
 Naturally, he played all of the instruments, but I remember most 
vividly the energy with which he led us through marches on the snare 
drum. He also was my first mentor who fortuitously encouraged me 
to study with my first violin teacher, Margaret Graves. 
 Profoundly learned and artistic, kind, generous and slightly 
mysterious —even then I realized how fortunate I was to study 
with her. At that time, there was no greater violinist. Her touching 
way with music rendered through an exceptionally beautiful sound 
resonates indelibly in my memory. What a shock it was when she 

Paul
Kantor:

The ASTA 2014 Artist 
Teacher Award Winner 

Takes the Long View

interviewed by Mary Jane Dye, AST editor

This is a sentimental photo from Kantor's personal collection. It shows 
his teacher, Margaret Graves, instructing a young student.
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suggested (at just the right moment) that I move on to study 
with someone else.

2) When did you know you wanted to play the violin?
Isn’t it curious how any young person decides not only that 
they are drawn to music, but also, very often, to a specific 
instrument? My parents were music lovers and classical radio 
station WQXR was ubiquitous in our house. I also recall that 
someone gave our family a small violin that lived on a very 
high shelf in our entryway closet. Initially, I was fascinated by 
this odd object due to its mechanical qualities, (like a bass it 
had tuning pegs that were worm and gear), but at some point, 
like all youngsters who gravitate toward this beast, I am quite 
sure that there was a moment of epiphany where I fell in love 
with the magical sound of the instrument, blissfully oblivious 
to what it would take to realize that sound.

3) What thoughts go through your mind before you step on 
stage for a performance?
Oh, all of the usual things: I’ll never do this again; what 
note does this piece start with; will I be able to transcend the 
challenge; and why is this so easy for other people?

4) Do you get stage fright, and if so, how do you manage it?
Stage fright, performance anxiety, competence confidence, 
the excitement of sharing the creative moment; I aspire to the 
latter, but often wrestle with the first three. I am convinced 
that the two great frontiers in teaching performance are not 
artistry and technique, but rather attitude toward performance 
and how we prepare emotionally for an excellent performance. 
After all, if someone is well prepared, has conscientiously 
developed a strong technique, has musical sensitivity and 
understanding, what a great shame it is to be restricted by fear, 
and a profoundly irrational fear, at that. On hang gliding for the 
first time, 3,000 feet above rocks and sea, my first thought was, 
“Why does this feel so much less scary than playing a concert?” 
I don’t have the answer yet . . . but I’m working on it.

5) What are some memorable performances to share with us?
Memorable performances fall into two categories for 
me that I call “connecting” and “unveiling.” Unveiling 
performances are those in which I have had the 
opportunity to present an entirely new composition 
or an important but neglected composition to an 
audience. “Connecting” performances are those in 
which I have a clear sense that the message of the 
work truly reached the audience. I remember one 
performance at the Unitarian Church of Staten 
Island. I played as part of the service the very 
touching final movement from the Quatour pour le 
Fin du temps of Messiaen. Following the service, a 
teary-eyed parishioner described to me what she got 
from the performance, which was thrillingly close to 
what I hoped was being projected.

6) What roadblocks did you overcome to achieve 
your musical success?
I am much more conscious of the people and 
opportunities that helped me move through and 

around the challenges. I was fortunate to have an endlessly 
supportive family, extraordinary and inspiring teachers, 
and stimulating opportunities. Certainly, our chosen art of 
playing and teaching music is wonderfully and maddeningly 
challenging, but that is what provides us with a lifetime (or 
two!) of emotional and intellectual stimulation.

7)  Did your parents play a stringed instrument?
Both of my parents played a bit and had musical education 
in their backgrounds. As a result, they appreciated and valued 
music a great deal. It was never suggested that a life in music 
might be a tad impractical. My parents led me to believe that 
musicians, as a breed, had special qualities and that music had 
an exalted place in civilized society.

8) What music did you listen to growing up?
I suppose I listened to, and therefore was most influenced by, 
what was available in my environment. I was, and still am, 
particularly thrilled by Heifetz for his uniquely personal voice 
and Perlman’s warmth, humanity and spontaneity.

9) Now, surprise our readers.
I especially enjoy the essays of Christopher Hitchens, anything 
by Howard Gardener and I am a nut about solar energy!

10) Will you provide some words of wisdom or advice for 
aspiring artists and performers?
 Three things jump to mind.
1. It is so easy to become distracted from the essence of 

music by thoughts of perfection and success. The love 
of music fuels the entire endeavor and needs constant 
encouragement and reinforcement from the practitioner, 
not just the public.

2. Admire many, copy none.
3. Trust in the value of honest work and honest exploration; 

take the long view.

Aaron Copland in New Haven Symphony in the mid 1980's, Paul Kantor on the left. 
This is another favorite photo from his collection.
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Common 
Technical 
Problems 
of the Young 
Cello Player 

and How to 
Fix Them

by Benjamin Whitcomb

Year after year and all around the world, 

youngsters learning to play the cello seem 

susceptible to the same basic problems. 

What follows is a list of many of these 

problems along with suggestions for fixing 

them. I’m sure you’ve considered, and even 

tried, some of these ideas, but hopefully 

this article will contain others that prove to 

be new and useful.
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Let’s get started with some of the visible problems we encounter 
all too frequently. The problems are divided into two larger 
categories: visible and audible, with subcategories.

Visible
Posture
•	  Slouched back
•	  Bunched-up shoulders
•	  Crooked instrument
•	  Sloppy legs

Not only do these problems make students look like they don’t 
know (or care about) what they’re doing, they also have huge 
effects on sound.

Let’s address these problems.
•	  First off, do the students have good chairs on which to sit? 

Is the instrument (including the endpin) the right size for 
them? These two factors are extremely important for good 
posture.

•	  A word about fitting instruments to students: not all 
students’ bodies are built such that they can look like a 
textbook picture of a proper cello hold. They should be 
able to get a knee on either side of the instrument, and the 
upper back of the instrument should hit them somewhere 
on the chest. The next priority is that the student be able 
to move the left hand up and down the length of the string 
without having to move the upper body, and that the right 
hand be able to move the bow comfortably parallel to the 
bridge. Finally, the neck of the instrument cannot be so 
close to the student’s shoulder that the right hand feels 
constricted at the elbow. If the endpin is long enough, 
most human bodies can fit these parameters with one of 
the standard sizes of cellos.

If the chair and the size of the instrument are not a problem, then 
the solution for most of these issues hinges on getting the student 
to sit up straight and tall.
•	  Remove the endpin altogether—try holding the 

instrument the “old-fashioned” way;
•	  Devise something for them to sit on to lean the student 

forward, not backward;
•	  Encourage them to sit up straight in all of their classes and 

at home. It is actually good exercise and just plain good for 
them;

•	  Consider making their grade posture-dependent (if you 
don’t already do this). Consider developing some sort of 
posture standards and possibly involve the students in 
evaluating these (such as by taking photos of each student 
periodically throughout the year); and

•	  Some points to make to your students: 
 � Time passes faster with a good posture;
 � Do they really want to look like that on stage (i.e., 

the way they do with bad posture) to their family and 
friends;

 � Posture really does affect sound; and
 � Playing in an orchestra is a team sport, and it is rude 

not to pull your weight.

•	  If their instrument is constantly crooked, you might try 
making an endpin board that has holes for both front chair 
legs and a hole for their endpin. Of course, you will place 
the endpin hole in such a way that the instrument will 
have to remain straight.

Everyone can sit straight and tall. The difficulty is getting them in 
the habit of doing so.

Now, here are some visible problems with the left hand:
•	  Low elbow
•	  Clamping thumb
•	  Fingers unevenly spaced
•	  Fingers not perpendicular to the strings
•	  Collapsing knuckles

Let’s separately look at possible solutions.

Problem (P): Low elbow
Answer and solution (A) 
•	  Is the instrument crooked? If it is, then it can be difficult 

to get the elbow in the correct place. The solution here is 
to insist that they hold their instrument straight.

•	  Is their left thumb squeezing like crazy? The solution here 
is to stop over-pressing with the thumb. (See below for 
more tips on squeezing thumbs.) 

•	  Otherwise, their elbow is just lazy. Have them practice 
dropping their arm and hand into position from above. 
Also, have them practice prying the weight of the arm up 
onto the fingertips.

P: The left thumb is pressing like crazy against the back of the 
neck.

A: The weight needed to get the string down needs to come from 
the weight of the arm. You might even find it beneficial to 
have them play for a while with no contact at all between the 
thumb and the neck. 

 If feasible, you also might have them play everything up an 
octave with the thumb on the half-way harmonic. This is not 
as difficult as it might sound, and it also can prepare them for 
playing the more advanced repertoire some day. 

P: The fingers are unevenly spaced.
A: A common finger-spacing problem is to have too little space 

between the second and third fingers. Have them imagine 
their knuckles are a mountain range, and ask them to place a 
pass in the mountains between second and third fingers. You 
may find it beneficial to ask them to play for a while (i.e. a 
week) in such a way that the second finger actually touches 
the first finger and likewise for the third and fourth fingers. 
In the short run, this technique will make their B/C half step 
on the A string, for example, too small, but in the long run it 
should help get their F/F# distinctions much better. 

P: The fingers are not perpendicular to the strings.
A: The wrist must be made parallel to the fingerboard. Try having 

students knock their fist gently on the fingerboard and then 
repeat the motion with their fingers landing on their tips. This 
is the best solution I have encountered.
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P: Collapsing knuckles
A: The problem is that the muscles on either side of the joint in 

question are too weak or are not in the habit of supporting 
the joint. There are many ways that students can strengthen 
their fingers. One effective way is to squeeze something firm 
and flexible, like a racquetball, with their fingertips. In order 
to break the habit of collapsing their knuckles when they play, 
they must put their fingers down slowly -- very slowly -- to 
ensure that the muscles will be able to support every joint. 
Another way is to put their hand on a flat surface and then 
gradually curl their fingers into a fist while pressing down on 
their fingers. If they are persistent, eventually this problem 
will go away.

  It also can be useful to get the students to play with their 
fingertips somewhat on the inside (i.e., the side toward them) of 
the string.

Let’s talk about some common visible problems of students’ right 
hands:

•	 Knuckles are not parallel to the bow
•	 Thumb is collapsed inward (aka “banana thumb”)
•	 Bow is not parallel to bridge
•	 Fourth finger is not helping to hold the bow
•	 Fourth finger is “stiff arming” the bow

P: The knuckles are not parallel to the bow.
A:  This is an awful and all too common problem among young 

cellists. There are a series of useful games to try:
•	 Pretend to pet a dog. Then make the same motion while 

holding the bow. 
•	 Touch the wrist to one’s nose. Then pretend your nose is to 

the left of the bridge and touch the wrist to this imaginary 
nose. Now that’s leading with the wrist!

•	 Imitate the shape of a chicken wing when you are at the 
frog, stretch it out when heading toward the tip, and then 
return to the chicken wing shape as you approach the frog 
again. 

•	 Hold the bow with other hand and go straight to it 
with the right hand, drag all four fingers up and down a 
stationary bow, knock on the bow, hang/drape your fingers 
across the bow and pull.

P: “Banana thumb”
A: Have students try an exercise in which they lift the bow stick 

into their hand until the stick touches the inside of their 
knuckles. (Some will claim they can’t do this, but they can if 
the tip of their thumb gets under the stick and lifts it.) Also, 
have the students choke up on the bow (i.e., hold it above the 
frog, closer to the balance point). In many cases, it also can 
help to have students put the tip of their thumb slightly further 
under the bow stick.

P: The bow isn’t parallel to the bridge.
A: Again, there are several useful games to ty for fixing this 

problem:
•	 Hold the bow with both hands while bowing an open string;
•	 Bow on the bridge itself; and
•	 Hold the bow at the tip with the left hand and trace the 

right hand up and down along its length. Watch the line 

created by the bow bisecting the bridge and ensure that this 
location does not drift.

Ultimately, when the tip tends to point down, it is often because 
the pinky is not holding the bow; when the tip points up it is 
often because the first finger is overly hooked around the bow. 

P: The fourth finger isn’t helping to hold the bow.
A: First, ensure that the knuckles are parallel to the bow. Have the 

student play for a while with second and third fingers lifted off 
the bow.

P: The fourth finger is “stiff arming” the bow.
A: Have the student tap the fourth finger or repeatedly pizzicato 

(i.e., pretend to pluck) the bow while playing.

Audible
In addition to the various visible technical problems, there also are 
some problems that aren’t necessarily visible but certainly audible. 

Intonation
P: Flat F#’s and C#’s on the C and G strings
A: The elbow isn’t rising when they make those extensions. The 

elbow may benefit from moving somewhat forward as well, 
and the thumb may benefit from moving to a shallower 
position (i.e., less far) under the neck.

  Try making a game out of raising the elbow every time 
those pitches arise. 

P: The fourth finger is always flat and/or the first finger is 
sharp.

A: Ensure that the instrument is not too big for the student. For 
most young hands, both first and fourth fingers need to point 
somewhat away from the hand — fourth toward the floor and 
first toward the student’s head. I like the image of the fingers as 
identically charged magnets, which naturally repel one another.

Tone
P: Scratchy or forced
A:  Have them mime-draw the bottom of a huge circle. Have them 

remove the second and possibly the third finger as well from the 
bow. The wrist must lead on up-bows (as though “up” were to 
their left). Have the students watch the string while they bow 
and see how widely they can get the string to vibrate. Point 
out how their greatest successes with this experiment aren’t the 
times when they are pressing their hardest.

P: Too thick and muddy of a sound
A: The goal is to get them to remove some of the weight from 

their bows and replace it with speed, but what do you do 
if this alone doesn’t work? Try having them play with their 
first fingers lifted off the bow. Also, working on martele-type 
strokes, perhaps during your warm-up routine, can be useful 
in helping them learn to taper and release notes, and to create 
“bell tones” like what hornists frequently play.

Musicality
P: Down bows routinely decrescendo.
A: Hold the bow backward to get the feel of a heavy tip; practice 
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a warm-up routine in which you always have the students 
crescendo to the tip; have the students practice drawing the 
bottom of a large circle when they bow, such that the frog 
would actually be well above the tip on a down-bow release.

P: The decrescendo routinely occurs when shifting to higher 
registers.

A: Part of this problem often stems from a fear of the upper 
registers. However, another frequent culprit is the failure 
to move the bow closer to the bridge. As we all know, this 
ratio of placement plays a crucial role in tone and volume 
production. 

Rhythm
P: The dotted rhythms sound like triplets.
A: This problem is due to slow bow changes and constant 

releasing of weight from the string, plus relaxation of the arm 
during the dot. Some possible solutions are:
•	  Over-dot the rhythm
•	  Make a motion like popping a towel
•	  Sing the rhythm while playing it
•	  Create a warm-up routine specifically focusing on dotted 

rhythms (such as by having students play sixteenth notes 
while accenting the first and last of each group of four), and 

•	  Lengthen the dot as necessary, while focusing on keeping 
the sixteenth note very short and late. You might even put 
a fermata on the dotted and ask them to wiggle the string 
during the interim (to ensure that the weight remains 
firmly on the string). 

More advanced issues with the right and left hands
P: The student’s head “helps” them (by moving forward and 

down) with the large shifts.
A: This is a subconscious tendency in many young cellists. 

Ultimately, it is due to a fear of shifting combined with 
continuous tension in the upper back. Have the students move 
their head backwards, rather than forwards, while shifting, 
much like Yo-Yo Ma does. The feeling can be quite liberating!

P: The bow makes an “X” shape during detaché strokes.
A:  The wrist is moving too far. Have the student originate the 

motion more from the elbow instead. Also, have the students 
play further out in the bow until the new habit is established.

I hope that I have provided you with some new perspectives on 
various recurring technical issues of young cellists along with some 
new tools and strategies for addressing them. As you may have 
noticed, several of my ideas came from or were inspired by ideas of 
my former teachers George Neikrug, Evan Tonsing and, most of 
all, Phyllis Young, whose wonderful books I highly recommend.

Benjamin Whitcomb is a professor of cello at the 
University of Wisconsin-Whitewater, where he has 
received recognition for his outstanding teaching, 
research, and service. He collaborates with pianist 
Vincent de Vries in frequent recitals around the 
country, and he is a member of the Ancora String 
Quartet and the UW-Whitewater Piano Trio. He is a 
frequent clinician and performer at schools, camps, 
and universities throughout the country and overseas 

as well. He has published articles in the journals Theoria, Strings, 
Stringendo (AUSTA), and American String Teacher. His books on effective 
practicing are available through online bookstores. He is currently on 
sabbatical working on a book on cello fingerings, which should be 
available in 2015 or 2016.



44 | American String Teacher | August 2014

C
ha

m
be

r 
M

us
ic

 F
or

um

Ben Johnston’s (b. 1926, Macon, Georgia) enigmatic string 
quartet cycle constitutes a milestone in 20th Century 
chamber music.1 But the works are rarely performed. While 
the compositions’ thorny rhythms are likely a deterrent for 
many performers, what ultimately keeps this music out of 
the repertoire is Johnston’s bold exploration of pitch and 
harmony. All but the first of Johnston’s 10 quartets are 
written in extended just intonation (JI), a scheme that not 
only requires a developed sensitivity to the subtle nuances of 
the overtone series, but also a head for mathematics.
 Fueled by an early interest in Debussy, the acoustical 
studies of Helmholtz and ignited by contact with iconoclast 
Harry Patch, Johnston has dedicated his artistic life to the 
exploration of musical proportionality as it relates to pitch, 
rhythm and form. His work invites us to consider what 
might have happened if Western music had embraced the 
anomalies of the harmonic series rather than manipulating 
it to fit the limitations of keyboard instruments. The 
quartets open a path into an uncharted tonal future. The 
final movement of his 10th quartet, for example, is a virtual 
travel log from then to now—a set of variations beginning 
in a Renaissance style and progressing forward through the 
centuries into a parallel musical universe.
 This article offers a brief introduction to the JI system of 
Johnston’s string quartets, my experience working with the 
composer, strategies on how to approach this repertoire, and 
reflections on teaching these pieces to college-level students.

Early encounters
My first contact with this extraordinary music was in 2001, 
playing String Quartet No. 4 (1973) on a program with 
Milwaukee-based new music ensemble Present Music. My 
colleagues (violinist Eric Segnitz, violist Brek Renzelman 
and cellist Karl Lavine) and I found playing the piece 
so enjoyable that Segnitz decided to research Johnston’s 
chamber music. Discovering that String Quartet No.10 
(1995) had yet to be premiered, we contacted Johnston, 
who was then living in Rocky Mount, North Carolina, and 
persuaded him to coach our performance.
 The premiere took place in April 2002 in the 
Calatrava wing of the Milwaukee Art Museum. For us, 
the performance was an unforgettable experience. Upon 
completing the first movement, the audience of nearly 
1,000 took a collective gasp and then broke into wild 
applause and shouting. So it went for every movement. In 
the flush of excitement that followed, Segnitz contacted 
various record labels with a proposal to record Johnston’s 
three quartets based on folk material. We came to an 
understanding with New World Records and agreed (with 
the composer’s encouragement) to expand the project into 
a three-disc set of the entire cycle. We had no idea what we 
had gotten ourselves into.

 The easy part was giving our new ensemble a name: 
Kepler Quartet. The reference was appropriate. After all, 
it was German astronomer, scientist and mystic Johannes 
Kepler who demonstrated that the ratios between a planet’s 
fastest and slowest orbital velocities are directly correlated 
with musical intervals (Harmonices Mundi, 1619). 
 Things quickly became more difficult. Initially, 
Johnston, informed by past experiences with performers, 
encouraged us just to play until it “felt right.” Although 
we initially proceeded that way, we became increasingly 
dissatisfied. If we were going to realize the composer’s 
intentions, we needed to unravel the intricacies of his 
daunting notational system. As that process developed, and 
as our own abilities to hear overtone relationships gradually 
evolved, we realized we were entering an entire new universe 
of sound. Johnston had been delighted with the result. 
“[With their] fastidious accuracy of the microtonal pitches, 
they’ve actually created an entirely new language.” 2

 Ascertaining and executing the proper pitch 
relationships was challenging, and doing so within the 
confines of musical time increased the difficulty by orders of 
magnitude. We learned that playing in extended JI is to be 
immersed in a flexible, and occasionally surging, sea of pitch. 
Johnston’s music demands an almost Zen-like commitment 
to the moment. It requires thinking pitch intervals along an 
ever-expanding and contracting vertical plane. 
  “The overtone series is there for everybody because you 
can’t get rid of it.” – Ben Johnston, author’s conversation 
(1/8/14)
 Everyone who has a peripheral knowledge of music 
theory has had some exposure to the overtone series. 

An Introduction to the String Quartets of          
Ben Johnston

by Sharan Leventhal
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Chamber Music Forum
As Western music now functions primarily within the equal 
temperament system (ET), few of us have bothered to consider 
the overtone series’ implications. Even fewer have spent time 
listening to, and assimilating, those implications.
 The pitch of a string is determined by the rate at which it 
vibrates. On the violin, for example, the D string vibrates in a 
single arc from one fixed end to the other at a rate of 293 cycles 
a second. That perceived pitch is what we call the fundamental. 
However, the string is simultaneously vibrating in smaller 
divisions (halves, thirds, etc.). Each of these segments creates its 
own pitch as well. These are the overtones. 
 Overtones vibrate in direct proportional relationship with the 
fundamental. For example, each half vibrates twice as fast as the 
whole (2:1), which produces the first overtone, the octave. Three 
equal divisions of the string creates a vibration ratio of 3:2. From 
this you get the second overtone, the fifth (one octave higher). Each 
subsequent division produces another overtone, which is always 
higher in pitch than the previous one. All of these overtones can be 
expressed in terms of mathematical ratios. Because the vibrations 
of the overtones are perfectly synchronized with the fundamental, 
there are no interference patterns in the sound waves. The intervals 
are pure; their sound is smooth and harmonious. 
 The overtone series is the kernel from which our Western 
harmonic language has grown. We experience simple pitch 
relationships—ratios of 2:1, 3:2, etc.—as consonant, and our scales 
emerged from these relationships. Yet the intervals derived from these 
naturally occurring phenomena are irregular. Fixed-pitch instruments 
cannot adjust to the particular characteristics of successive 
fundamentals. Therefore, temperament systems, which manipulate 
the distance between intervals within the octave, were devised to 
mitigate dissonance when moving between different tonal centers. 
 There have been many different temperament systems. ET, 
for example, was stated theoretically as early as 1581, but it only 
was standardized in 1917, with the contribution of piano tuner 
William Braid White.3 Until the 20th Century, most musicians 
favored other temperaments. Additional conceptual systems 
continue to exist alongside ET, including Harry Partch’s 43 tones 
per octave, JI compositions for fixed-pitch instruments and 
Johnston’s application of extended JI.
  The chart below (Figure 1) demonstrates the difference 
between a C major scale in equal temperament and the same scale 
realized in just intonation. Each deviation from ET to JI is listed 
in cents, a unit of measurement used in ET that divides the octave 
into 1,200 equal parts. For the sake of clarity, all measurements 
will be rounded to the nearest cent.

Pitches C-C C-D C-E C-F C-G C-A C-B C-c

Interval Unis-
on

Major 
2nd

Major 
3rd

Perfect 
4th

Perfect 
5th

Major 
6th

Major 
7th

Oc-
tave

Ratio of 
vibrations

1:1 9:8 5:4 4:3 3:2 5:3 15:8 2:1

Deviation 
from ET

0 +4 -14 -2 +2 -16 -12 0 

Figure 1: Ratios for the just-tuned C major scale
 In ET, the circle of fifths returns to the point at which it 

began. But in JI, pitches do not line up so neatly. The “circle” 
of fifths becomes a spiral, one that coils outward to new pitches 
and harmonies. Rather than returning to its initial starting point, 
moving upward by fifths in JI creates a “comma.”4 If you progress 
through a cycle of 12 pure fifths, the final C will be about 22 cents 
higher than the initial C. This is called a Pythagorean comma. 
There are other ways of producing a comma. For example, the 
syntonic comma is the difference between rising through four 
perfect fifths versus rising two octaves and a pure major third 
(C-G-D-A-E versus C-C-C-E). Rising by the former method 
creates an E that is about 22 cents higher than the latter method. 
 Just tuned scales are built from consonant triads, as follows:

Figure 2

         



46 | American String Teacher | August 2014

C
ha

m
be

r 
M

us
ic

 F
or

um
Johnston extends this chain of consonant triads through 
a succession of connected blocks, each a syntonic comma 
apart.
Figure 3: 

        
 These successive boxes must be a syntonic comma apart 
to keep the triads in line with the natural laws of the 
overtone series.
 At times, Johnston creates alternative scales using 
pitches derived from the overtone series. For example, 
he uses the 11th and 13th partials for the 4th and 6th 
degree of a scale, thus substituting a 4:3 relationship with 
33:32 and 5:3 with a 65:64. Interestingly, the 11th partial 
produces a neutral third between the 2nd and 4th degree of 
the scale (D and F� in a C scale), an interval that is present 
in many folk traditions
 In order to communicate pitches with such precision, it 
was necessary for Johnston to invent a more nuanced system 
of accidentals, or chromas. (See Figure 4.)

Figure 
4: 

Johnston’s notation chart from the score of SQ10
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Learning the score
Johnston orients his pitch universe around middle C as placed in 
our A-440 ET system, at 261.62 Hz. Because he uses just-tuned 
intervals, E strings are 14 cents lower than ET and A strings are 
tuned 16 cents lower (see Figure 1). To maintain pure fifths, D, G 
and C strings must be tuned down a syntonic comma (see Figure 
3): D- (-18), G- (-20) and C- (-22). 

Figure 5: Measure 532 from String Quartet No. 6

 One must sit down with a pencil and paper and decipher 
the pitches, which means doing the math. Most of the notes have 
modifiers. Many have more than one. There are combinations in 
which some raise and others lower the pitch. Once the correct 

modification (number of cents up or down) is determined, that 
must be added to or subtracted from the pitch as it normally 
sounds in a just-tuned C scale. Therefore, a collection of 
accidentals such as #�+ (plus 70 cents, minus 53 cents, plus 
22 cents, see Figure 4) results in a pitch rise of 39 cents. If 
this particular grouping of chromas were to precede an A, the 
final deviation will be a rise of only 23 cents from the equal 
tempered A 440, because the just-tuned A is already 16 cents 
lower. Similarly, the same modifiers in front of an F result in an 
F that is 37 cents higher (the pure F in a C scale being two cents 
lower). At first exposure, this orthography may seem unnecessarily 
complicated. It is not. The beauty of the notation is that the 
function of each note is immediately apparent. With sufficient 
experience, one comes to know what it should sound like, even 
without figuring the exact deviation.
 “If you do it right, the plot thickens. If you do it wrong, the plot 
sickens.” – Ben Johnston
 As far as we know, no one had bothered to be so scrupulously 
accurate with Johnston’s string quartets before Kepler 
began recording. Simply deciphering the pitches was a huge 
undertaking. As for realizing them, technology came to the rescue 
in the form of chromatic tuners. Of course, the goal is to develop 
a heightened awareness of how pitches interact. But for us, using 
visual aids to confirm what we hear remains extremely helpful. 
Getting four people to modulate to a chord on the thirteenth 
partial can be quite challenging.
 Once we have clarified the score, we comb through every 
single note with the composer. Sometimes we find copy errors. 
When revisiting his work, Johnston might not remember what 
was on his mind when writing a particular passage. The litmus 
test is sound. In very rare instances, the results do not stand up 
to inspection. In such cases he will rewrite passages that he now 
deems unsuccessful. (It is quite remarkable to hear him sing the 
correct pitches.) Playing the “correct” pitches is only part of the 
solution. A chord that is “in tune” can still sound incorrect if it 
isn’t voiced properly. Particular voicings can either support or 
interfere with the interactions Johnston is trying to express.
 This process of checking through is arduous work. At 
present, we are tackling String Quartet No. 6, a single-movement 
palindrome inspired by Wagner’s never-ending melodies. It took 
Kepler three full days, working note by note with Johnston, to 
cover the music up to measure 298—the midpoint. Only then 
could we begin to actually learn the piece.
  Curiously, considering his remarkable specificity in the realm 
of pitch, Johnston allows the performers great latitude when it 
comes to articulation, and, to some degree, dynamics. We make 
choices as a group, getting Johnston’s okay before finalizing any 
decisions. However, there are many possible solutions. His major 
concerns are that the performers express the proper emotion—and 
that repeated sections are played differently the second time around.
 The long-term result of living with this notation is extreme 
ear training. Because most serious string quartet players have 
wrangled with pure thirds and sixths (major or minor), these are 
the easiest intervals to assimilate. One also learns what a pure 
dominant 7th sounds like, what the pure 11th and 13th partials 
sound like (F +51 and A +11 respectively from a C fundamental). 
Eventually, one comes to feel these various pitch relationships on a 
visceral level.
 Over time, we members of the Kepler Quartet have learned 
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to anticipate the rising and sinking “tidal” motion of Johnston’s shifting harmonies as the music slips from one tonal center 
to another. As we experience harmonic motion, we shift our individual pitches accordingly. Through this process, our 
notions of what constitutes harmonic dissonance and consonance have expanded greatly. 
 These days, we work with Johnston at a church in rural Wisconsin. The sessions have Field of Dreams overtones, (so 
to speak,)—play it and they will come. There we are, in the middle of a cornfield, the door opens and visitors from across 
North America sit down to listen. I get the oddest sensation that the project is like a loadstone—the center of an alternate 
universe in which, if we stayed long enough, the church would fill with a congregation of seekers, including ghosts of the 
past and muses for the future.
 “Nothing will ever be the same.” – Nora Karakousoglu (MM, 2013, the Boston Conservatory)
 I am continually grateful that chance set my foot upon this path. I see my own growth reflected in the students I have 
introduced to Johnston’s work.
 Getting students to move outside of years of ET training takes some doing. My first time teaching the simple reality 
of a just-tuned dominant chord was unforgettable. The students found placing a pure major 3rd fairly easy (-14 cents), but 
the 7th (-31 cents) was another matter. Once the chord was in place and everyone settled into its sound, I asked the person 
playing the 7th to bring the pitch back up to 0 on the tuner. As the sound distorted more and more on its way back to ET’s 
version of “in tune,” the look of horror on their faces was quite entertaining.
 When teaching a chamber music class on Johnston’s string quartets, I like to assign the 9th quartet. (This quartet has 
153 pitches in the octave.). The 1st movement (a set of variations) opens with a simple and direct introduction of the C 
major just-tuned scale. This is sustained throughout, along with a dalliance with the syntonic comma. The groups that have 
tackled it often are tripped up by Johnston’s rhythmic complexity—proportional rhythms based on the same numerical 
relationships as those that rule the overtones. We tend to spend most of our time on the third movement, which is – a 
63-measure ABA hymn-like melody marked “slow, expressive.” The structure is clear and familiar. In the first eight bars, 
however, Johnston modulates from F major to F-major (down one syntonic comma) to F-major (down two syntonic 
commas). The effect is remarkable. There is a strong physical sensation of having dug a hole, and crawled in. By measure 
14, he modulates back up to F major, climbs out of the hole and emerges back into the sunshine. 

Figure 6:

The first time the Johnston string quartet class was offered, one dedicated quartet was so captivated by the process that the 
students decided to stick with it for the entire school year. By the end of the second semester the group “owned” the third 
movement. As a teacher, it was an exciting moment. I knew that I had helped them to hear in new ways. Violinist Adrianne 
Pope (BM, 2012, the Boston Conservatory) said, “Before studying Ben Johnston’s 9th String Quartet, I saw intonation 
as right or wrong, in tune or out of tune. I have learned that playing ‘in tune’ is relative.” The group’s final recital, which 
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included Haydn Op. 9, No. 4 in D Minor, reflected that 
understanding. Adrianne and her colleagues were astonished by 
the impact their work on the Johnston had on classical repertoire: 
chords shimmered; intonation fell into place with ease.

Conclusion
Johnston told me that he considers his method of notating just 
intonation. He is overly humble. After all, but for his remarkable 
music, this notation would not exist. The 10 string quartets 
themselves—ranging from his more abstract early microtonal 
serial works (the second and third quartets) to those that draw 
from the warm traditions of everyday musical life (4, 5, and 10 
include “Amazing Grace,” “Lonesome Valley” and “Danny Boy” 
respectively)—this music encapsulates the alienation and heritage, 
challenges and resources of mid- to late-20th Century life.
 One of the lessons we learn over and over again is that 
no matter how skilled, there are always new worlds to explore 
in music. Johnston’s use of extended just intonation opens an 
entirely new universe; one that is tightly coiled inside the world 
we inhabit. The result is profound. At times, the harmonic 
textures offer warm, rounded, ringing solidities. At others, a 
listener is bathed in a nebulous tone cloud, especially when the 
harmonies venture into the realm of the “undertone” series (the 
inversion of the overtone series). Because Johnston’s harmonic 
language is derived from the pitches that are already nestled inside 
one another, no matter how strange the textures may initially 
seem, with experience the relationships come to sound right.
 He is a thoughtful, witty and charming southern gentleman. 
Through the years each of us has developed a unique friendship 
with him, making this project deeply personal for all involved. 
Alas, he is in poor health. Watching him grow more and 
more frail over the years has lent a sense of urgency to our 
work. Having his guidance and approval in unraveling these 
masterpieces has been invaluable.
 Ultimately, his quest has been spiritual in nature. His work is 
an attempt to infuse meaning into life through the composition 
and practice of music. “There are two approaches to life, and one 
is linear and melodic—the hero’s journey,” he said. “But there is 
another one—the vertical, harmonic way that is concerned with 
perfect relationships. I have grown to find this a much richer 
experience. It is the same in music. I don’t mean to say that I am a 
better person than others, and therefore this is better music. But I 

do believe that working with this music has the potential to make 
me a better person. This is true for anybody who deals with it. If 
it is used right, it has that sort of potential. It’s not just a question 
of what the composer has put down on paper and how accurately 
it is realized. It’s a matter of finding meaning, and what actions 
this meaning might invoke.”

Endnotes
1. Although not a household name even among musicians, Johnston’s music is increasingly 

performed. His book Maximum Clarity and Other Writings on Music (USA: University of 
Illinois Press. 2007) won an ASCAP Deems Taylor award. His music has been the focus 
of numerous Ph.D. dissertations.

2. Letter from Ben Johnston to The Lynde and Harry Bradley Foundation, Board of Direc-
tors, April 27, 2011. (In fact, we were simply realizing sounds that had long lived in Ben’s 
imagination.)

3. See White’s Modern Piano Tuning and Allied Arts. New York: Edward Lyman Bill, Inc. (1917). 
4. A comma is the discrepancy between two examples of the ‘same’ note (ignoring octave dis-

placement), when it is approached in different ways, using pure (or just tuned) intervals.

Links 
Interview with Ben Johnston: https://www.youtube.com/watch?v=slXIOTTYpHY
Kepler Quartet http://www.keplerquartet.com
New World Records: http://www.newworldrecords.org 
CD #1 http://www.newworldrecords.org/album.cgi?rm=view&album_id=15254
CD #2  http://www.newworldrecords.org/album.cgi?rm=view&album_id=87338 
Smith Publications: http://www.smith-publications.com/index.html 
Contact via the web, attn.: Silvia Smith sylvias@smith-publications.com
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Music Education Powers 
STEAM!

 
Deb Bissen, ASTA foundation and advo-
cacy coordinator, represented the associa-
tion at a “Music Education Powers 
STEAM” congressional briefing in Wash-
ington, D.C., Thursday, June 26. Sup-
ported by Congresswoman Suzanne Bon-
amici (OR) and Congressman Aaron 
Schock (IL), since its creation in 2013, the 
bipartisan Congressional STEAM Caucus 
has grown to include 63 members of Con-
gress. The event focused on exploring the 
role of music in STEAM curricula, and 
discussing how music helps students de-
velop the workforce skills needed to succeed 
after completing their studies. We encour-
age you to find out if your member of 
Congress belongs to this caucus, and if not, 
contact them to support this effort. The 
addition of music and the arts as core sub-
jects to STEM is vital to enhancing chil-
dren’s engagement in school, and to nurtur-
ing unique skills that contribute to 
real-world success.
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(current members as of July 2014) PRODUCTS AND SERVICES DIRECTORY

2014
ASTA’s corporate membership division, the String Industry Council, was created to foster collaborative partnerships between the 
string industry and association members. This category of membership has grown to include nearly 200 organizations worldwide 
representing every major area of the string industry. Support from Council members has played a vital role in the growth and 
development of the string profession and created dynamic and vibrant partnerships that support both the industry and educators. 

On the following pages, you will find the annual printed String Industry Council directory. Companies are categorized by the 
products and services they provide. Visit individual company websites for additional information. More in-depth company profiles 
are available year-round in the searchable online version of this directory http://www.astaweb.com/SICdirectory.

When you are in need of products and services, refer to these pages or visit our online directory. Many council members offer 
special discounts for ASTA members. Please support the companies that are actively supporting you!

String Industry Council

Associations (A)

International Violin 
Competition of Indianapolis
317/637-4574    
www.violin.org

The Midwest Clinic 
847/424-4163    
www.midwestclinic.org

Accessories (ACC)

A Cavallo Violins, LLC.
402/827-9270
www.acavalloviolins.com

Arcos Brasil
480/967-5227
www.arcosbrasil.com

Ashokan Fiddle & Dance Camps
845/246-2121   
www.ashokan.org

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164    
www.atlanticstrings.com

Beethoven & Company 
850/894-8700
www.beethovenandcompany.com

Brobst Violin Shop 
703/256-0566   
www.brobstviolins.com

Century Strings, Inc.  
909/548-0845    
www.centurystrings.com

Concord International 
Group, Inc.
847/836-8688
www.concordgroup.com

Connolly Music Company, Inc./
Thomastik-Infeld
800/644-5268
www.connollymusic.com

Frisch & Denig Custom-
fitted Chinrests 
703/533-5883
www.chinrests.com

George Robinson Violins
806/792-9752
www.robinsonviolins.com

Harmonious Designs, LLC
469/939-5052
www.designs4harmony.com

Henry Bischofberger 
Violins, LLC.
425/822-0717
www.hkbviolins.com

Huthmaker Violins
770/476-9443
www.huthmakerviolins.com

Jim Starkey Music Center, Inc.
316/262-2351
www.jimstarkeymusic.com

Johnson String Instrument  
617/964-0954   
www.Johnsonstring.com

KCNC Production and 
Design, LLC.
913/912-1083
www.kcncproduction.com

Kréddle
406/686-6413
www.kreddle.com

Maple Leaf Strings
513/304-9590
www.mapleleafstrings.com

MuseMinder Studio 
Management System
626/303-3151
www.museminder.com

PINSTOP
307/733-6240
www.pinstoponline.com

The Potter Violin Company  
800/317-9452   
www.pottersviolins.com

R.S. Berkeley Musical 
Instruments/Erwin Otto
800/974-3909
www.rsberkeley.com

Rockin’ Rosin
860/208-9610
www.rockinrosin.com

Sam Ash Music Corporation
516/932-6400 ext. 104
www.samashmusic.com

Sebastian Software
501/339-6050
www.playsebastian.com

SHAR Music
734/665-3978
www.sharmusic.com

Stamell Stringed 
Instruments, Inc. 
800/766-0936
www.stamellstring.com
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Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

Stern Sound
310/457-9901
sternalbert@gmail.com

The String Centre
888/323-5437
www.thestringcentre.com

The String House 
585/442-9272   
www.TheStringHouse.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

VioStrap/Viomark LLC
813/926-6728   
www.viostrap.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yamaha Corporation of America
714/522-9011
www.yamaha.com/strings
 
Bows (BOWS)

  
A Cavallo Violins, LLC. 
402/827-9270   
www.acavalloviolins.com

Amati’s Fine Instruments
513/679-7747   
www.amatis.us 

Arcos Brasil
480/967-5227
www.arcosbrasil.com

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Baroque Violin Shop
513/541-2000  
baroqueviolin@fuse.net

Bernhardt House of Violins 
864/282-8887  
www.bernhardtviolins.com

Brobst Violin Shop  
703/256-0566   
www.brobstviolins.com

Century Strings, Inc. 
909/548-0845 
www.centurystrings.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636   
www.finestringinstruments.com

Claire Givens Violins, Inc. 
612/375-0708  
www.givensviolins.com

CodaBow International, Ltd.
507/454-1509
www.codabow.com

Connolly Music Company, Inc./ 
Thomastik-Infeld
800/644-5268
www.connollymusic.com

Eastman Strings, Inc.
800/624-0270
www.eastmanstrings.com

Electric Violin Shop 
919/806-3311  
www.electricviolinshop.com

George Robinson Violins
806/792-9752   
www.robinsonviolins.com

Gliga Violins, USA/
The Violin Place, Inc. 
626/578-0442   
www.violinslover.com

Henry Bischofberger Violins, LLC 
425/822-0717   
www.hbkviolins.com

Huthmaker Violins 
770/476-9443   
www.huthmakerviolins.com

Ifshin Violins 
510/843-5466    
www.ifshinviolins.com

Jim Starkey Music Center, Inc. 
316/262-2351   
www.jimstarkeymusic.com

Johnson String Instrument 
617/964-0954   
www.Johnsonstring.com

Knilling String Instruments
314/727-4512
www.knilling.com

Lisle Violin Shop
800/545-4753    
www.violins.com

Maple Leaf Strings
513/304-9590
www.mapleleafstrings.com

Menchey Music Service, Inc.
717/637-2185    
www.menchey.com

The Potter Violin Company 
800/317-9452    
www.pottersviolins.com

Rufino Violins
631/427-3569    
www.rufinoviolins.com

Saga Musical Instruments
650/588-5558    
www.sagamusic.com

SHAR Music
734/665-3978   
www.sharmusic.com

Southwest Strings 
520/624-9390   
www.swstrings.com

Stamell Stringed Instruments, Inc.
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

The String Centre
888/323-5437
www.thestringcentre.com

The String House 
585/442-9272   
www.TheStringHouse.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

William Harris Lee & Co.
312/786-0459
www.whlee.com

Williamson Music Company 
972/633-8203    
www.williamsonmusicco.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yamaha Corporation of America
714/522-9011    
www.yamaha.com/strings

Instrument 
and Accessory 
Manufacturer/
Wholesaler (IAMW)

A Cavallo Violins, LLC. 
402/827-9270  
www.acavalloviolins.com

Arcos Brasil
480/967-5227
www.arcosbrasil.com

Ashokan Fiddle & Dance Camps 
845/246-2121   
www.ashokan.org

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Century Strings, Inc. 
909/548-0845   
www.centurystrings.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636   
www.finestringinstruments.com

CodaBow International, Ltd. 
507/454-1509   
www.codabow.com

D’Addario & Co., Inc. 
631/439-3362   
www.daddario.com

Don’t Fret Enterprises 
505/205-2700  
www.dontfret.net

Eastman Strings, Inc. 
800/624-0270   
www.eastmanstrings.com

G. Edward Lutherie, Inc. 
800/741-3045   
www.acousticelectricstrings.com 

GelRest Violin Chinrests
415/383-1821
www.GelRest.com
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Gliga Violins, USA/
The Violin Place, Inc. 
626/578-0442   
www.violinslover.com

Henry Bischofberger Violins, LLC 
425/822-0717   
www.hbkviolins.com

Howard Core Company LLC 
256/235-8200
www.howardcore.com

Johnson String Instrument
617/964-0954   
www.Johnsonstring.com

KCNC Production and 
Design, LLC.
913/912-1083
www.kcncproduction.com

Knilling String Instruments 
314/727-4512   
www.knilling.com

KRUTZ
913/403-1833
www.krutzstrings.com

Kun Shoulder Rest, Inc. 
613/232-1861  
www.kunrest.com

Maple Leaf Strings
513/304-9590
www.mapleleafstrings.com

Pirastro GmbH  
49-69-840090-0  
www.pirastro.com

Saga Musical Instruments
650/588-5558
www.sagamusic.com

Sam Ash Music Corporation
516/932-6400 ext. 104   
www.samashmusic.com

SHAR Music
734/665-3978   
www.sharmusic.com

Snow Stringed Instruments, Inc.
718/353-7402
www.snowviolin.com

Sofia Violins  
317/264-0444   
www.sofia-violins.com

Southwest Strings 
520/624-9390   
www.swstrings.com

Stentor Music Co Ltd. 
44-1737-240226   
www.stentor-music.com

Stern Sound 
310/457-9901   
sternalbert@gmail.com

Super-Sensitive 
Musical String Co. 
941/371-0016 ext. 2139   
www.supersensitive.com

Things 4 Strings LLC
201/563-2274
www.things4strings.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yamaha Corporation of America
714/522-9011   
www.yamaha.com/strings

Instrument, 
Accessory and Music 
Sales (IAMS)

 
A Cavallo Violins, LLC. 
402/827-9270   
www.acavalloviolins.com

Amati’s Fine Instruments 
513/679-7747   
www.amatis.us

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop 
321/725-4164   
www.atlanticstrings.com

Baroque Violin Shop 
513/541-2000
baroqueviolins@fuse.net

Beethoven & Co., Inc. 
850/894-8700
www.beethovenandcompany.com

Bernhardt House of Violins 
864/282-8887  
www.bernhardtviolins.com

Carriage House Violins
617/262-0051
www.carriagehouseviolins.com
 
Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636   
www.finestringinstruments.com

Claire Givens Violins, Inc. 
612/375-0708   
www.givensviolins.com

Concord International 
Group, Inc. 
847/836-8688   
www.concordgroup.com

Connolly Music Company, Inc./
Thomastik-Infeld 
800/644-5268    
www.connollymusic.com

Don’t Fret Enterprises 
505/205-2700  
www.dontfret.net

Electric Violin Shop 
919/806-3311  
www.electricviolinshop.com

G. Edward Lutherie, Inc. 
800/741-3045   
www.acousticelectricstrings.com 

GelRest Violin Chinrests
415/383-1821
www.GelRest.com

Gliga Violins, USA/
The Violin Place, Inc. 
626/578-0442  
www.violinslover.com

Golden Music Center
303/279-1111
www.goldenmusiccenter.com 

Howard Core Company
256/235-8200
www.howardcore.com

Huthmaker Violins
770/476-9443
www.huthmakerviolins.com

Ifshin Violins 
510/843-5466 
www.ifshinviolins.com

Jim Starkey Music Center, Inc. 
316/262-2351   
www.jimstarkeymusic.com

Johnson String Instrument  
617/964-0954   
www.Johnsonstring.com

Knilling String Instruments 
314/727-4512   
www.knilling.com

Lisle Violin Shop 
800/545-4753   
www.violins.com

Menchey Music Service, Inc.
717/637-2185    
www.menchey.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com

Music & Arts Center 
301/620-4040 ext. 1105   
www.musicarts.com

NS Design 
207/563-7705   
www.thinkNS.com

The Potter Violin Company  
800/317-9452  
www.pottersviolins.com

R.S. Berkeley Musical 
Instruments 
800/974-3909   
www.rsberkeley.com

Rolland String Research 
Associates 
480/969-9744   
www.paulrolland.net

Sam Ash Music Corporation 
516/932-6400 ext. 104    
www.samashmusic.com

SHAR Music  
734/665-3978   
www.sharmusic.com 

Sheet Music Plus 
510/420-7152    
www.sheetmusicplus.com

Southwest Strings 
520/624-9390   
www.swstrings.com
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Stamell Stringed Instruments, Inc.
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

The String Centre
888/323-5437
www.thestringcentre.com

The String House
585/442-9272
www.TheStringHouse.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

Things 4 Strings LLC 
201/563-2274
www.things4strings.com

William Harris Lee & Co.
312/786-0459
www.whlee.com

Williamson Music Company 
972/633-8203   
www.williamsonmusicco.com

Wood Violins
516/767-6677
www.woodviolins.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Instrument Maker/
Dealer (IMD)

A Cavallo Violins, LLC. 
402/827-9270    
www.acavalloviolins.com

Arcos Brasil
480/967-5227
www.arcosbrasil.com

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Baroque Violin Shop
513/541-2000
baroqueviolin@fuse.net

Bernhardt House of Violins 
864/282-8887    
www.bernhardtviolins.com

Brobst Violin Shop  
703/256-0566    
www.brobstviolins.com

Century Strings, Inc. 
909/548-0845
www.centurystrings.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636    
www.finestringinstruments.com

Claire Givens Violins, Inc. 
612/375-0708    
www.givensviolins.com

Clemens Violins, Violas 
& Violoncellos
314/727-4787   
www.clemensviolins.com

Electric Violin Shop 
919/806-3311    
www.electricviolinshop.com

Eliton LLC
816/472-5544   
www.elitonmusic.com

G. Edward Lutherie, Inc.   
800/741-3045   
www.acousticelectricstrings.com

George Robinson Violins  
806/792-9752   
www.robinsonviolins.com

Gliga Violins, USA/
The Violin Place, Inc. 
626/578-0442  
www.violinslover.com

Henry Bischofberger Violins, LLC
425/822-0717
www.hkbviolins.com

Huthmaker Violins 
800/572-1019   
www.huthmakerviolins.com

Ifshin Violins 
510/843-5466   
www.ifshinviolins.com  

Johnson String Instrument  
617/964-0954    
www.Johnsonstring.com

KRUTZ
913/403-1833
www.krutzstrings.com

Lisle Violin Shop 
800/545-4753    
www.violins.com

Menchey Music Service, Inc.
717/637-2185    
www.menchey.com

The Potter Violin Company 
800/317-9452   
www.pottersviolins.com

Rufino Violins 
631/427-3569    
www.rufinoviolins.com

SHAR Music
734/665-3978
www.sharmusic.com

Southwest Strings 
520/624-9390    
www.swstrings.com 

Stamell Stringed 
Instruments, Inc.
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

The String Centre
888/323-5437
www.thestringcentre.com

The String House 
585/442-9272   
www.TheStringHouse.com

William Harris Lee & Co. 
312/786-0459
www.whlee.com

Williamson Music Company  
972/633-8203   
www.williamsonmusicco.com

Wood Violins 
516/767-6677    
www.woodviolins.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com
 
Instrument Repair (IR)

 
A Cavallo Violins, LLC. 
402/827-9270    
www.acavalloviolins.com

Amati’s Fine Instruments 
513/679-7747   
www.amatis.us

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Baroque Violin Shop
513/541-2000
baroqueviolin@fuse.net

Beethoven & Co., Inc. 
850/894-8700
www.beethovenandcompany.com

Bernhardt House of Violins 
864/282-8887    
www.bernhardtviolins.com

Brobst Violin Shop 
703/256-0566    
www.brobstviolins.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636    
www.finestringinstruments.com

Claire Givens Violins, Inc. 
612/375-0708    
www.givensviolins.com

Clemens Violins, Violas 
& Violoncellos
314/727-4787   
www.clemensviolins.com

Electric Violin Shop 
919/806-3311    
www.electricviolinshop.com

George Robinson Violins 
806/792-9752    
www.robinsonviolins.com
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Henry Bischofberger Violins, LLC
425/822-0717
www.hkbviolins.com

Huthmaker Violins 
770/476-9443    
www.huthmakerviolins.com

Ifshin Violins 
510/843-5466   
www.ifshinviolins.com  

Jim Starkey Music Center, Inc.
316/262-2351   
www.jimstarkeymusic.com

Johnson String Instrument   
617/964-0954    
www.Johnsonstring.com

Lisle Violin Shop 
800/545-4753   
www.violins.com

Menchey Music Service, Inc.
717/637-2185    
www.menchey.com

Music & Arts Center 
301/620-4040 ext. 1105   
www.musicarts.com

The Potter Violin Company  
800/317-9452    
www.pottersviolins.com

Rental Instrument, LLC
203/957-8300 
www.rentalinstrument.com

Rolland String Research 
Associates 
480/969-9744   
www.paulrolland.net

Rufino Violins 
631/427-3569    
www.rufinoviolins.com

Sam Ash Music Corporation
516/932-6400 ext. 104
www.samashmusic.com

SHAR Music  
734/665-3978   
www.sharmusic.com 

Southwest Strings 
520/624-9390    
www.swstrings.com 

Stamell Stringed Instruments, Inc. 
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

The String House 
585/442-9272    
www.TheStringHouse.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

William Harris Lee & Co. 
312/786-0459
www.whlee.com

Williamson Music Company 
972/633-8203    
www.williamsonmusicco.com
 
Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Instrument 
Rentals (IRE)

 
A Cavallo Violins, LLC 
402/827-9270   
www.acavalloviolins.com

Amati’s Fine Instruments 
513/679-7747   
www.amatis.us

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Beethoven & Co., Inc. 
850/894-8700
www.beethovenandcompany.com

Bernhardt House of Violins 
864/282-8887   
www.bernhardtviolins.com

Brobst Violin Shop 
703/256-0566   
www.brobstviolins.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636    
www.finestringinstruments.com

George Robinson Violins 
806/792-9752    
www.robinsonviolins.com

Henry Bischofberger Violins, LLC
425/822-0717
www.hkbviolins.com

Huthmaker Violins  
770/476-9443   
www.huthmakerviolins.com

Jim Starkey Music Center, Inc.
316/262-2351    
www.jimstarkeymusic.com

Johnson String Instrument  
617/964-0954    
www.Johnsonstring.com

Lisle Violin Shop 
800/545-4753   
www.violins.com

Menchey Music Service, Inc. 
717/637-2185    
www.menchey.com

Music & Arts Center 
301/620-4040 ext. 1105   
www.musicarts.com

The Potter Violin Company 
800/317-9452   
www.pottersviolins.com

Rental Instrument, LLC
203/957-8300 
www.rentalinstrument.com

Rolland String Research 
Associates 
480/969-9744    
www.paulrolland.net

Rufino Violins 
631/427-3569    
www.rufinoviolins.com

Sam Ash Music Corporation
516/932-6400 ext. 104
www.samashmusic.com

SHAR Music 
734/665-3978    
www.sharmusic.com

Southwest Strings 
520/624-9390    
www.swstrings.com

Stamell Stringed Instruments, Inc. 
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

The String House 
585/442-9272    
www.TheStringHouse.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

William Harris Lee & Co. 
312/786-0459
www.whlee.com

Williamson Music Company 
972/633-8203   
www.williamsonmusicco.com
 
Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Music Festivals (MF)
 
Ashokan Fiddle & Dance Camps 
845/246-2121   
www.ashokan.org

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636  
www.finestringinstruments.com

Eastern Music Festival
336/333-7450 ext. 24
www.easternmusicfestival.org

Forum Music Festivals
888/763-6786
www.forummusicfestivals.com

International Violin 
Competition of Indianapolis
317/637-4574 
www.violin.org

Johansen International 
Competition for Young 
String Players
301/946-9531
www.fmmc.org



www.astaweb.com | 57 

2014 council

MasterWorks Festival
888/836-2723
www.masterworksfestival.org

Maestro by Tumlare
800/223-4664
www.maestrobytumlare.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com
 
Music Celebrations International 
480/894-3330    
www.musiccelebrations.com

Music for All 
317/636-2263    
www.musicforall.org

Ranaan Meyer Entertainment
302/397-7571
www.ranaanmeyer.com

Round Top Festival Institute
979/249-3129
www.festivalhill.org
 
Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

World Cultural Tours 
877/218-8687
www.worldculturaltours.com

Music Publisher/
Distributors (MPD)

Alfred Publishing Co., Inc.
818/891-5999    
www.alfred.com

Ashokan Fiddle & Dance Camps 
845/246-2121    
www.ashokan.org

Bärenreiter 
+ 49 561 3105 173  
www.baerenreiter.com

Blue Arch Music
403/282-9100
www.bluearchmusic.com

Boosey & Hawkes 
414/774-3630    
www.halleonard.com

C. Alan Publications, LLC  
336/272-3920    
www.c-alanpublications.com

C.F. Peters Corporation 
718/416-7800    
www.edition-peters.com

C. Harvey Publications
215/494-8170
www.charveypublications.com

Carl Fischer Music 
212/777-0900    
www.carlfischer.com

Cello Loft
858/212-5460    
www.celloloftmusic.com

Educational String Publishing
413/624-3474
www.stringsfunandeasy.com

F Clef Music 
404/783-2764    
www.fclefmusic.com

FJH Music Co., Inc.  
954/382-6061    
www.fjhmusic.com

Frank M. Rodgers Music  
757/420-7671    
frodg@macs.net

Frederick Harris Music Co.
416/673-1426 ext. 221
www.frederickharrismusic.com

G. Henle Verlag 
0049 89 75982 0
www.henleusa.com

G. Schirmer, Inc. 
414/774-3630    
www.halleonard.com

GIA Publications 
708/496-3800     
www.giamusic.com

Hal Leonard Corporation 
414/774-3630   
www.halleonard.com

Highland/Etling 
818/891-5999     
www.alfred.com

Kendor Music Inc. 
716/492-1254   
www.kendormusic.com

Luck’s Music Library 
248/583-1820   
www.lucksmusic.com

LudwigMasters Publications 
561/241-6340
www.ludwigmasters.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com

MewzkL Publications  
410/841-6288    
www.mewzkl.com 

Mountain Crest Music 
845/440-7983    
www.mountaincrestmusic.com

Musikgarten  
800/216-6864    
www.musikgarten.org

Navarro River Music
707/937-3342
www.NavarroRiverMusic.com

Neil A. Kjos Music Company 
858/270-9800   
www.kjos.com

Oxford University Press 
011 44 1865 355066
www.oup.com

The Potter Violin Company 
800/317-9452   
www.pottersviolins.com

Reynard Burns Publishing, Inc. 
631/357-0053   
www.stringssheetmusic.com

Rolland String Research 
Associates 
480/969-9744   
www.paulrolland.net

SHAR Music 
734/665-3978    
www.sharmusic.com

Southwest Strings 
520/624-9390    
www.swstrings.com

String Letter Publishing
510/215-0010
www.stringletter.com

Tempo Press 
248/588-0808    
www.tempopress.com

Twofold Media 
 +614 14878 071    
www.twofold.com.au

Violin Jazz Publishing
877/678-5299
www.violinjazz.com

Wilfin Music 
 +61 7 3341 8086    
www.wilfinmusic.com.au

Wingert-Jones Publications
866/956-7337 ext. 220
www.wjpublications.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yesterday Service 
Sheet Music Inc. 
617/547-8263    
www.yesterdayservice.com

Sheet Music (SM)
 
Atlantic Strings Violin Shop  
321/725-4164    
www.atlanticstrings.com

Beethoven & Company
850/894-8700
www.beethovenandcompany.com

Bernhardt House of Violins 
864/282-8887   
www.bernhardtviolins.com

Blue Arch Music
403/282-9100
www.bluearchmusic.com

Brobst Violin Shop 
703/256-0566   
www.brobstviolins.com

C. Harvey Publications
215/494-8170
www.charveypublications.com

Cello Loft
858/212-5460    
www.celloloftmusic.com

F Clef Music 
404/783-2764    
www.fclefmusic.com
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Frederick Harris Music Co.
416/673-1426 ext. 221    
www.frederickharrismusic.com

George Robinson Violins 
806/792-9752    
www.robinsonviolins.com

G. Schirmer, Inc. 
414/774-3630    
www.halleonard.com

Highland/Etling 
818/891-5999     
www.alfred.com

J.W. Pepper & Son, Inc. 
610/648-0500
www.jwpepper.com

Jim Starkey Music Center, Inc. 
316/262-2351    
www.jimstarkeymusic.com

Johnson String Instrument  
617/964-0954    
www.Johnsonstring.com

Luck’s Music Library 
248/583-1820   
www.lucksmusic.com

M-R Music Inc.   
314/291-4686    
www.mrmusicinc.com

Menchey Music Service, Inc. 
717/637-2185    
www.menchey.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com

Mona Lisa Sound, Inc. 
877/263-5691    
www.MonaLisaSound.com

Navarro River Music 
707/937-3342    
www.NavarroRiverMusic.com

Oxford University Press 
011 44 1865 355066
www.oup.com

The Potter Violin Company  
800/317-9452    
www.pottersviolins.com

Ranaan Meyer Entertainment
302/397-7571
www.ranaanmeyer.com

Reynard Burns Publishing, Inc. 
631/357-0053    
www.stringssheetmusic.com

Sam Ash Music Corporation 
516/932-6400 ext. 104
www.samashmusic.com

SHAR Music 
734/665-3978    
www.sharmusic.com

Sheet Music Plus
510/420-7152
www.sheetmusicplus.com

Southwest Strings 
520/624-9390    
www.swstrings.com

Stanton’s Sheet Music, Inc.  
614/224-4257   
www.stantons.com

Summerhays Music Center
801/268-4446 
www.summerhaysmusic.com

Tempo Press 
248/588-0808  
www.tempopress.com  

Wilfin Music 
 +61 7 3341 8086    
www.wilfinmusic.com.au

Williamson Music Company 
972/633-8203   
www.williamsonmusicco.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yesterday Service 
Sheet Music Inc. 
617/547-8263    
www.yesterdayservice.com

Other Publisher (OP)

Claire Givens Violins, Inc. 
612/375-0708    
www.givensviolins.com

FJH Music Co., Inc.  
954/382-6061    
www.fjhmusic.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com

Oxford University Press 
011 44 1865 355066
www.oup.com

Private Music Studio Guide Books
856/795-4285
www.privatemusicstudio.com

Ranaan Meyer Entertainment
302/397-7571
www.ranaanmeyer.com

Rolland String Research 
Associates 
480/969-9744   
www.paulrolland.net

SHAR Music 
734/665-3978    
www.sharmusic.com

String Letter Publishing
510/215-0010
www.stringletter.com

Other (O)

A Cavallo Violins, LLC 
402/827-9270   
www.acavalloviolins.com

Alfred Publishing Co., Inc.
818/891-5999    
www.alfred.com

Amati’s Fine Instruments
513/679-7747   
www.amatis.us 

Arcos Brasil
480/967-5227
www.arcosbrasil.com

Atelier Constantin Popescu, LLC
203/661-9500
www.atelierconstantinpopescu.com

Atlantic Strings Violin Shop
321/725-4164
www.atlanticstrings.com

Baroque Violin Shop
513/541-2000
baroqueviolin@fuse.net

Bernhardt House of Violins 
864/282-8887   
www.bernhardtviolins.com

Brobst Violin Shop 
703/256-0566   
www.brobstviolins.com

Cello Loft
858/212-5460    
www.celloloftmusic.com

Century Strings, Inc. 
909/548-0845   
www.centurystrings.com

Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801/255-9636   
www.finestringinstruments.com

Claire Givens Violins, Inc. 
612/375-0708  
www.givensviolins.com

CodaBow International, Ltd.
507/454-1509
www.codabow.com

Connolly Music Company, Inc./ 
Thomastik-Infeld
800/644-5268
www.connollymusic.com

Eastman Strings, Inc. 
800/624-0270
www.eastmanstrings.com

Electric Violin Shop 
919/806-3311    
www.electricviolinshop.com

FJH Music Co., Inc.  
954/382-6061    
www.fjhmusic.com

George Robinson Violins
806/792-9752
www.robinsonviolins.com

Gliga Violins, USA/
The Violin Place, Inc. 
626/578-0442   
www.violinslover.com

Henry Bischofberger 
Violins, LLC.
425/822-0717
www.hkbviolins.com

Huthmaker Violins
770/476-9443
www.huthmakerviolins.com
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Ifshin Violins 
510/843-5466   
www.ifshinviolins.com  

International Violin 
Competition of Indianapolis
317/637-4574 
www.violin.org

Jim Starkey Music Center, Inc. 
316/262-2351    
www.jimstarkeymusic.com

Johansen International 
Competition for Young 
String Players
301/946-9531
www.fmmc.org

Johnson String Instrument  
617/964-0954   
www.Johnsonstring.com

Knilling String Instruments
314/727-4512
www.knilling.com

Lisle Violin Shop
800/545-4753    
www.violins.com

Maestro by Tumlare
800/223-4664
www.maestrobytumlare.com

Maple Leaf Strings
513/304-9590
www.mapleleafstrings.com

Menchey Music Service, Inc.
717/637-2185    
www.menchey.com

Mercury Fine Violins Ltd. 
757/410-7737    
www.mercuryfineviolins.com

Merz-Huber Company 
610/544-2323    
www.merzhuber.com

The Midwest Clinic 
847/424-4163   
www.midwestclinic.org

Mona Lisa Sound, Inc. 
877/263-5691    
www.MonaLisaSound.com

MuseMinder Studio 
Management System 
626/303-3151     
www.museminder.com

Music Kids
202/505-2341
www.musickidsprogram.com

Navarro River Music 
707/937-3342    
www.NavarroRiverMusic.com

Oxford University Press 
011 44 1865 355066
www.oup.com

Private Music Studio 
Guide Books 
856/795-4285    
www.privatemusicstudio.com

The Potter Violin Company  
800/317-9452   
www.pottersviolins.com

Ranaan Meyer Entertainment
302/397-7571
www.ranaanmeyer.com

Reynard Burns Publishing, Inc. 
631/357-0053   
www.stringssheetmusic.com

Rolland String Research 
Associates 
480/969-9744    
www.paulrolland.net

Rufino Violins
631/427-3569    
www.rufinoviolins.com

Saga Musical Instruments
650/588-5558    
www.sagamusic.com

Sam Ash Music Corporation
516/932-6400 ext. 104
www.samashmusic.com

Sebastian Software
501/339-6050
www.playsebastian.com

SHAR Music 
734/665-3978    
www.sharmusic.com

Soundwaves Recording 
419/433-4918    
www.soundwaves.org

Southwest Strings 
520/624-9390    
www.swstrings.com

Stamell Stringed 
Instruments, Inc. 
800/766-0936
www.stamellstring.com

Stearns Violins, Inc. 
330/877-8584
www.stearnsviolins.com

String Letter Publishing
510/215-0010 
www.stringletter.com

The String Centre
888/323-5437
www.thestringcentre.com

The String House 
585/442-9272   
www.TheStringHouse.com

William Harris Lee & Co.
312/786-0459
www.whlee.com

Williamson Music Company 
972/633-8203    
www.williamsonmusicco.com

World Cultural Tours
877/218-8687
www.worldculturaltours.com

Wyatt Violin Shop 
816/252-5656
www.wyattviolinshop.com

Yamaha Corporation of America
714/522-9011
www.yamaha.com/strings

About
the 

String Industry 
Council

In 1997, ASTA created the 
String Industry Council 
to foster collaborative 
partnerships between industry 
and association members. 
Since then, the Council has 
grown to include nearly 200 
organizations worldwide 
representing every facet of 
the strings industry. Support 
from Council members has 
played a vital role in the 
growth and development of 
the strings profession and has 
created dynamic and vibrant 
partnerships that support 
both industry and education. 
Council membership dues are 
based on an organization's 
annual sales and start at just 
$205 per year! For more 
information regarding Council 
membership, including pricing 
and benefits, visit astaweb.com.
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The 2015 ASTA National Conference will be held at the Salt Palace Convention Center in stunning Salt Lake City, Utah. You will 
love the compact convention district. ASTA’s host hotels are directly across the street from the convention center. The downtown 
convention district abounds with restaurants, nightlife, and shopping. The convention center is next door to the City Creek Center, 
Salt Lake's newest shopping destination, and a short walk from the Gateway. If you prefer not to walk, six TRAX (light rail) stops (all 
within the free fare zone) provide quick transportation to destinations within the downtown area, or as far away as the University of 
Utah, South Valley and West Valley.
 It has been said the national conference is known for its “family reunion” feeling. Indeed, it is a great place to reunite with friends 
and meet new ones, and the learning opportunities are boundless. Not only will you be able to learn from accomplished string pros and 
performers during the educational sessions, but you also will mingle with educators of every career level. Whether you are attending a 
presentation, talking to your colleagues, listening to one of the many awe-inspiring performances, visiting with vendors in the strings-
only exhibit hall, you surely will leave Salt Lake feeling 
energized and inspired.

How Can I Afford to Attend the ASTA 
Conference: Funding Ideas

• Professional Development Funding: Submit a written 
proposal that will address the school improvement 
goals of your school or district. Most school districts 
spend a lot of money providing teachers with generic 
professional development sessions that are meaningless 
to the string teacher. Many districts will provide the 
same funding for teachers to attend professional 
development sessions or conferences that are more 
specific to their needs. Convince your administrator that 
the ASTA conference will help you become more highly 
qualified, and will better help you meet the school 
improvement goals. 

• PTSA Grants: Most districts have a PTSA (Parent, 
Teacher, Student Association) or similar organization. 
Find out NOW how to apply for grants or mini-grants 
through these organizations and be the FIRST teacher 
to submit an application. Request the maximum grant 
and be thrilled when you receive partial funding. Always 
offer free performances to the group for special events.

• School Booster Funding: Build into your annual budget 
a line item called "Continuing Education.” Parents 
want the very best string teacher for their child. They 
are willing to support continuing education to help you 
become that that teacher. Tie the "Continuing Education" 
funding into percentages of your fundraising goals.

•	 Ask from All of  the Above: Always request maximum funds 
from each organization. Express gratitude for any amount 
you receive. Partial funding from the district, PTSA and 
your booster organization will help you meet the total 
goal.

• Plan Ahead and Provide a Budget: Make sure you 
provide a budget to each organization which you 
are requesting funds. Cut corners by purchasing 
discounted air fares, taking advantage of "Early Bird" 
registration, and sharing your hotel expense with a 
roommate. If you are close enough to drive, network 
through your chapter to find other teachers and 
students who are attending and car pool. 

Conference-At-A-Glance 
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8  10:00 a.m. - 7:00 p.m. .. Registration open (D’Addario & Co.)
 10:00 a.m. - 5:00 p.m. .. Every Child Can! (Suzuki Assoc.)
 Noon - 5:00 p.m. .. Mini learning academies 
 5:00 p.m. - 5:30 p.m. .. First-time attendee welcome
 5:30 p.m. - 6:30 p.m. .. Town hall/annual member meeting
 6:30 p.m. - 7:30 p.m. .. Dessert social
 8:00 p.m. - 9:30 p.m. .. BYU Orchestra with special guest Lynn 

Harrell 
 9:30 p.m. - 10:30 p.m. .. Student chapter networking
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9  7:30 a.m. - 3:30 p.m. .. Registration open (D’Addario & Co.)
 8:00 a.m. - 9:30 a.m. .. Opening ceremony (Alfred Music Pub)
 10:00 a.m. - 5:00 p.m. .. National Orchestra Festival events
 9:45 a.m. - 5:00 p.m. .. Educational sessions
 5:00 p.m. - 7:00 p.m. .. Exhibits grand opening and reception 

(Merz-Huber Co.)
 5:00 p.m. - 7:00 p.m. .. Silent auction bidding opens
 8:00 p.m. - 10:00 p.m. .. Ying Quartet recital
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 7:00 a.m. - 8:00 a.m. .. Sunrise sessions (Merz-Huber Co.)
 7:30 a.m. - 3:30 p.m. .. Registration open (D’Addario & Co.)
 8:15 a.m. - 5:15 p.m. .. Educational sessions
 9:00 a.m. - 5:00 p.m. .. National Orchestra Festival events 
 10:00 a.m. - 6:30 p.m. .. Exhibit hall open/silent auction bidding
 11:30 a.m. - 12:30 p.m. .. Coffee break with exhibitors 
    (Givens Violins)
   5:45 p.m. .. Silent auction bidding closes/winners 

announced
 5:30 p.m - 6:30 p.m. .. Attendee reception in exhibit hall  
 8:00 p.m - 10:00 p.m. .. Live! National Solo Competition finals
 10:00 p.m - 11:00 p.m. .. Jam session
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 7:00 a.m. - 8:00 a.m. .. Sunrise sessions (Merz-Huber Co.)
 8:00 a.m. - 11:00 a.m. .. Registration open (D’Addario & Co.)
 8:00 a.m. - 5:00 p.m. .. Educational sessions
 10:00 a.m. - 2:45 p.m. .. Exhibit hall open to all attendees
 10:30 a.m. - 11:30 a.m. .. Coffee break with exhibitors
 11:15 a.m. - 12:30 p.m. .. National Orchestra Festival Winner's 

Recital 
 1:45 p.m. - 2:45 p.m. .. Dessert reception in exhibit hall 
 8:00 p.m. - 10:00 p.m. .. Christian Howes Concert in the State 

Room (Yamaha)
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Every Child Can!© (ECC) 
(starts at 10:00 a.m.)
Every Child Can!© (ECC) is an 
introduction to Dr. Suzuki’s philosophy 
and its application to Suzuki education. 
For teachers, prospective teachers, parents 
and others, this course provides a thought-
provoking and inspiring in-depth look 
at the Suzuki approach to teaching and 
learning. For teachers, ECC serves as the 
first course in the Suzuki Association of the 
Americas’ Teacher Development Program. 

In addition to exploring the elements of the Suzuki approach 
and its far-reaching goals, it includes an introduction to learning 
styles, history of the development of Suzuki education, the role 
of parents, the importance of Suzuki pedagogical training and an 
overview of the SAA’s role in supporting teachers and parents. A 
fast-paced, engaging and inspiring program, ECC includes video 
materials and SAA-developed courseware, and provides each 
participant with a useful reference manual for later study. 
Master Teacher: Judy Bossuat-Gallic, SAA certified teacher trainer 
**Special Notes: The start/end time is different from other pre-
conference sessions. This workshop runs from 10 a.m. to 5 p.m. with 
a one-hour break for lunch on your own. You must be present for 
entire pre-conference session for official Suzuki credit. This session is 
available only to members and limited to 30 participants. 

Promoting Health and Preventing Injury for String Players 
and Teachers
The Health Promotion in Schools of Music Conference was held 
in 2004 as a response to the high percentage of musicians who 
suffer injury or discomfort due to their art. This Tanglewood-
like event gave impetus for development of several initiatives 
in musicians' health, including the new National Association 
of Schools of Music accreditation standard that requires all 
colleges to inform students of health issues. Research shows that 
health problems begin long before college and that string players 
demonstrate the second highest prevalence of musculoskeletal 
injuries (behind only pianists) of all instrumental groups. They 
also have issues in each of the four health areas identified in 
HPSM: hearing, musculoskeletal, vocal and psychological. 
In this interactive session, participants will receive basic 
knowledge in the four HPSM areas, as well as strategies for 
prevention and playing rehabilitation from experts in each area 
who also are conversant with string players' needs.
Panelists: Judy Palac and TBA

Double Bass Boot Camp
Please join us for this intensive, hands-on class for non-bassist string 
teachers. It will help develop confidence for demonstration and 
provide a wealth of bass knowledge through fundamentals, group 
technique exercises, common issues and pedagogical strategies, 
fingering and bowing similarities differences from other string 
instruments, suggestions for bass sectionals, thumb position, 
strategies for not ignoring the bass section in rehearsals and more. 
Presenters: Jack Unzicker; Eric Hansen

Developing Super Musicians: A Comprehensive Sequence of 
Instruction to Develop Superior Aural Acuity and Perception 
The development of superior aural skills is unquestionably a 
keystone of artistry and musicianship. We can teach posture, 
bowing and dozens of other techniques, but if students cannot 
hear, comprehend, analyze and respond, their musicianship 
is severely limited. The term “aural skills” encompasses a large 
skill set that includes a life-long development of diverse levels 
of expertise and a wide breadth of comprehension. Aural skills 
for the string player encompass the development of technical 
concepts such as those necessary for beautiful intonation and 
tone, intellectual skills such as memory and memory devices, 
and reactive and interactive musical skills of awareness and 
intuition as a functioning soloist or ensemble performer. This 
interactive and experiential lecture/demonstration will involve 
all participants in strategies developed to foster the full aural 
capabilities of every student. 
Presenters: Laurie Scott and Winifred Crock

Yamaha String Educator Technology Boot Camp
The purpose of this intensive five-hour session is to provide 
string educators with in-depth knowledge of all facets of the 
use of electric strings in an educational environment. Yamaha 
staff, performing artists and Yamaha Certified String Educators 
will present on key topics, such as: instrument specifications 
(construction, maintenance, effects pedals), ensemble types (solo, 
duet, quartet, more-tets), repertoire (publishers, arrangements), 
and sound reinforcement (amplification, PA systems, mixing 
console) and more. At the conclusion of the session, participants 
will possess all the knowledge needed to bring the excitement and 
creativity of electric stings to their orchestra programs.
Presenters: TBA
Sponsored by Yamaha Corporation of America
Special Note: This session is limited to 25 participants. Register early 
to ensure your space. 

Solo Adjudicator 101 
This special preconference session is designed to prepare ASTA 
members to adjudicate at festivals, competitions and ASTACAP 
exams. All members who complete this program will be put 
on a list of possible adjudicators for the online portion of the 
ASTACAP program, as well as inclusion in the list sent to states 
hosting live events. Once a member has completed the session, 
ASTA will place photos, biographies and contact information on 
a special page on its website. This site can be accessed by schools, 
organizations, camps, and others looking for string educators to 
assist with their program.
Presenter: Nancy Bargerstock

Can’t Wait to Get Started? Attend a Mini Learning Academy on Wednesday
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Opening Ceremony and Keynote Address
(sponsored by Alfred Music Publishing)
Join us at 8 a.m. Thursday when President Steve Benham 
officially kicks off the conference. This year we are excited to have 
Tim Lautzenheiser give the keynote address. “Tim Lautzenheiser 
is a trusted friend to anyone interested in working with young people in 
developing a desire for excellence and a passion for high level achievement,” 
says Benham. We also are delighted to announce that the Lyceum 
Philharmonic, under the direction of Kayson Brown, will perform.

Educational Sessions
This year more than 200 interactive educational sessions cover a wide variety 
of topics, including: advocacy and program development; alternative styles; 
assessment; ASTACAP; bass; body awareness/injury prevention; cello, 
chamber music; classroom rehearsal techniques/best practices; composition 
theory; diversity; finding a job; guitar; individual lessons; instrument specific 
techniques (left- and right-hand/shifting/bowings); harp; intonation; marketing 
your program; master classes; performance/concert considerations; practice 
techniques; preparing for your first job; philosophy/pedagogy; recruitment/
retention/motivation; teaching creativity-improvisation and composing, teaching 
plans; teacher preparation; technology; violin; viola; and reading sessions. For 
complete titles and descriptions, go to the national conference section at www.
astaweb.com.

Volunteer to be a Session Presider
Do you need some extra visibility at our national conference for your school 
administrator? Then volunteer to preside at a few sessions this March — you are 
attending them anyway. As a presider, you may be asked to introduce a session 
or the presenter, sign attendees’ professional development forms, and complete 
a short five-question session evaluation. When you sign up by January 2, 2015 
you will be listed in the official conference program book and receive a free 
complimentary ticket to the Solo Competition finals! For additional information 
or to sign up for specific sessions, email deanna@astaweb.com.

Juried Research Poster Session
Research conducted by leading pedagogues will be on display and authors will 
be available to discuss their research and address questions. It is not too late to 
submit a proposal for a Juried Research Poster Session. Online proposals are 
due October 15. Visit www.astaweb.com for more information.

Best Practices Poster Session
Saturday, the last official day of the conference, there will be a showcase of 
best practice posters on display. Poster authors will be available to exchange 
their ideas and findings with attendees. Don’t miss the chance to see what your 
colleagues have discovered.

Master Classes
Pre-College Level Classes
 Violin: Shi-Hwa Wang
  Weber State University
  (sponsored by SHAR Music)
 Viola: Bradley Otteson
  Utah State University 
 Cello: Tanya Remenikova
  University of Minnesota 
 Bass: Eric Hansen
  Brigham Young University 

Collegiate Level Classes
 Violin: Eduard Schmieder
  Temple University
  (sponsored by SHAR Music)
 Viola: Leslie Harlow
  Park City Chamber Music Society
 Cello: Thomas Landschoot
  Arizona State University
 Bass: DaXun Zhang
  Indiana University

Multi-Level Master Classes
 Guitar: Nicholas Goluses
  Eastman School of Music
 Harp: Marina Roznitovsky
  University of Nevada, Reno 

(sponsored by Merz-Huber)
 Chamber Music: 
  Members of Ying Quartet 
 Eclectic Styles:
  Christian Howes, Creative Strings 

Academy & Workshop

Students Wanted for Master 
Classes
Are you a student looking to participate in a master 
class, or a teacher with a student who would be perfect 
as a performer in a master class at next year’s confer-
ence? Students can upload a recording of their playing 
directly to ASTA for review by a listening committee. 
ASTA is now accepting submissions for consideration 
through November 2014. Visit the ASTA website 
conference section for technical requirements and the 
link to upload your audition recording.
 Not sure what to submit for your recording? 
Students should play pieces that best represent their 
abilities. You may reference the ASTA National 
Solo Competition repertoire list to glean levels of 
repertoire. Again, this is only for reference. Students 
are NOT required to select repertoire from this list 
for their master class audition recording.
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Wednesday
5:30 p.m. Town Hall/Annual Meeting
Take part in the annual Town Hall meeting! The meeting is 
always well attended as it is both very informative and social. 
Acquire knowledge about the significant progress the ASTA 
National Board has made with the new strategic plan. Come for 
the unveiling of the new committee structure and how it ties to 
the strategic plan initiatives, and how you can become involved. 
Learn the latest about ASTACAP and how it has been expanded 
to include an online adjudication version. Discover how this 
newly expanded program can be incorporated into your program 
and further develop your students. 
 
6:30 p.m. Dessert Social
Following the Town Hall meeting, please 
join us for the popular dessert reception. 
This sweet event is always a lot of fun. It 
will give you the opportunity to network, 
mingle and visit with friends. 

8 p.m. Brigham Young University Orchestra
 with special guest Lynn Harrell

Kickoff the conference with the exquisite Dvorak cello 
concerto, performed by famed cellist Lynn Harrell, and the 
BYU Philharmonic, their 100-member flagship orchestra. Also 
on the program is Berlioz’s Benvenuto Cellini overture and the 
electrifying Don Juan by Richard Strauss. Admission is free but 
preferred reserved seating is available for those who pre-register. 
This is the perfect way to begin this year’s conference!

Thursday
8 p.m. Ying Quartet

Join us for a sensational evening with the Ying Quartet. Accord-
ing to critics alike, the Ying Quartet occupies a position of unique 
prominence in the classical music world, combining brilliantly 
communicative performances with a fearlessly imaginative view of 
chamber music in today's world. Join quartet members, Ayano 
Ninomiya, violin; Janet Ying, violin; Phillip Ying, viola; and 
David Ying, cello, for an evening you will not want to miss! 

Friday 
8 p.m. Live Finals of the National Solo Competition 
ASTA is proud to bring the final round of the National Solo 
Competition back to the national conference. Attendees watch 
as six finalists, chosen from among entrants in both the Junior 
and Senior divisions, compete for the Grand Prize and the new 
Audience Favorite award. Your vote will decide who wins this 
new audience favorite prize. Don’t miss this talent-filled evening!

Saturday
8 p.m. Christian Howes and Southern Exposure

(sponsored by Yamaha Corporation of America)

All-star violinist 
Christian Howes 
is celebrating the 
release of 
Southern 
Exposure, called 
“a masterful 
journey” by 
DownBeat 
Magazine. With 

the help of his band members, Josh Nelson, piano; Greg Byers, 
bass; and Cedric Easton, drums; the classically-trained, jazz and 
blues-oriented Howes explores new territory in this homage to the 

music of Latin America and Spain. Don’t miss this unique 
performance full of energy, master musicianship and 
passion!
 This event will be held at the nearby State Room venue! 
Visit www.thestateroom.com for more. To see videos on this 
release, visit christianhowes.com and click on Performances.

Fun, Festive Evening Events
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Exhibit Hall Activities and 
Confirmed Exhibitors
The exhibit hall is a place not to be missed during 
your time at the conference. This is the only location 
you can visit with close to 100 companies all devoted 
to your needs (strings-only focused hall). Listed below 
are companies that have already signed up for the 
conference. Please check our website for updates as 
more are added all the time. 

Exhibit Hall Hours:

Thursday 5:00 p.m. - 7:00 p.m.
Grand Opening and Reception
(sponsored by Merz-Huber Company)
Featuring a special opening performance by the 
Gifted Music School String Orchestra under the 
direction of Debbie Moench

Friday 10:00 a.m. - 6:30 p.m.
Saturday 10:00 a.m. - 2:45 p.m.

Alfred Music 
Publishing Co.

Bärenreiter
Carl Fischer Music 
Christian Howes
Claire Givens Violins
Connolly Music 

Company
D’Addario & Co., Inc. 
Eastman Strings Inc. 
FJH Music Company
Foundation for the 

Advancement of 
String Education 
(FASE)

Frederick Harris Music 
Company

G. Edward Lutherie
G. Schirmer, Inc. 
G. Henle USA
Hal Leonard 

Corporation 
Harmonous Designs, 

LLC. 
Highland Etling

J.W. Pepper & Son, 
Inc.

Lucks Music Library
LudwigMasters 

Publications
Merz-Huber 

Company
Neil A. Kjos Music 

Company
O’Connor Method
Pinstop
SHAR Music
The String Centre
Summerhays Music 

Center
Tempo Press
Wingert-Jones 

Publications
Wood Violins
Worldstrides 

International 
Discovery

Yamaha Corporation 
of America

Companies committed to your 
needs include:

Silent Auction Keeps Getting Better!
The silent auction continues to be a hit with bigger and better prizes every 
year. Join us in the exhibit hall to peruse all donated items and to make your 
bid. The ASTA website will feature a sneak preview page in February. All 
money donated goes to the ASTA National Foundation.

The ASTA Host Hotel
ASTA has secured a preferred rate room block at the Salt Lake Marriott 
Downtown at City Creek. We anticipate the ASTA room block will sell 
out before the cut-off date, so you will want to reserve your room early to 
ensure space availability. The hotel is across the street from the Salt Palace 
Convention Center.

Salt Lake Marriott Downtown at City Creek
75 South West Temple
Salt Lake City, Utah 84101
$145 - Single/Double
$155/ Triple/Quad

To reserve your room call: 1-800-228-9290 (make sure to mention you are 
with ASTA) or you can make your reservation online, you can find the link 
at www.astaweb.com. Reservations must be made by February 16, 2015.
Hotel room rates are subject to applicable state and local taxes. 

Register Today!
The earlier, the better the rate. Plus, it helps spread out the expenses! The 
November issue of AST will feature the full conference registration brochure. 
Be sure to visit www.astaweb.com/2015conference regularly for updates, new 
conference additions, how to download the ASTA App, and more!

Attention New Teachers!
George Bornoff Memorial 

Scholarship Fund

Apply for the George Bornoff Memorial Scholarship 
Fund to attend the ASTA national conference in Salt 
Lake City this coming March. Three scholarships will 
be awarded in the amount of $800 each to be used 
for attending the ASTA national conference. Specific 
requirements and application form can be found on 
the website. Special consideration will be given to 
applicants who teach in underserved areas. Applications 

      are due Friday, December 5. 
This scholarship is sponsored by the Foundation for the Advancement of 

String Education (FASE) in conjunction with ASTA. 
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Conference Rates
Early Bird Registration:  
postmarked on or before Dec. 16

Pre-Registration:  
postmarked Dec. 16 – March 2

On-Site Registration:  
postmarked after March 2

ASTA Member Rates

$315 $395 $475

Nonmember Rates

$430 $510 $590

Student Member Rates

$119 $199 $279

Student Nonmember Rates

$225 $300 $375

Member One-Day Rate: $225

Nonmember One-Day Rate: $345

Join today and save!

Join today and save!

Early-bird rates!
$299 until August 28!

   REGISTRATION FORM

ASTA National Conference
March 18-21, 2015
Salt Lake City, Utah

Fax or email form to:
ASTA

4155 Chain Bridge Rd.
Fairfax, VA  22030
FAX 703-279-2114

Or register online at www.astaweb.com.
For questions, call 703-999-0169.

Optional Conference Activities
Mini Learning Academies (Choose only one.)
March 18, 12 p.m. to 5 p.m. $75 – Members; $99 – Nonmembers

Evening Concerts

q BYU/Lynn Harrell free x ___ Qty.
 Wednesday, March 18 

q Solo Competition Finals $5 x ___ Qty.
 Friday, March 20         = $_____

q Ying Quartet $20 x ___ Qty.
 Thursday, March 19         = $_____

q Christian Howes $20 x ___ Qty.
  Saturday, March 21         = $_____

Payment Information
q Check (made payable to ASTA)  Check #______ Note: Registrations with funds 

from outside the U.S. must be drawn on a U.S. bank.
q Purchase order # ______________  (copy of purchase order must be attached; 

Purchase orders must be paid by March 5 or balance collected at conference.)
q VISA      q MasterCard       q American Express      

Card # _______________________________________
Exp. Date ______________________________________
Cardholder Name _________________________________

Signature ______________________________________

Cancellation Policy
All cancellation requests must be received in writing by February 20, 2015.  
No refunds will be given on requests after this date. NO EXCEPTIONS. There is a $75 
cancellation fee. Refunds will not be processed until after the conference.  

Photographs of You: Registration and attendance at, or participation in the ASTA National Conference and its 
events and activities constitutes an agreement to ASTA’s use and distribution (both now and in the future) of the 
individual’s image, likeness, or voice in photographs, videotapes, electronic reproductions, and audiotapes of 
such events and activities for promotional purposes.

Indicate which day (circle one):
Th          F           S

Name __________________________________________

Address 1 ________________________________________

Address 2 ________________________________________

City, State, Zip, Country ________________________________

______________________________________________

Phone ____________________ FAX ___________________

Email __________________________________________

Primary Profession (circle one): 

 K-12 University Private Studio Performer 
 Student  String Industry

Date Joined ASTA (approx) _______________________________

Will you be (circle one): DRIVING FLYING

Don't forget to make your hotel reservations! 
Visit astaweb.com for more information.

Documentation of Professional Development
q One-Time Enrollment Fee $25
q Certificate of Professional Development (includes hours) $10

Total Registration Fees___________

Certificate of Participation*
Certificate of Conference Participation $10 x  __  = $ ____
Name on Certificate:  _____________________________________
* Does not contain hours of professional development. See above for option.

Special Donation – Giving in Harmony
q Yes, I want to support and grow youth string and orchestra $50 

programs. My $50 helps!

ASTA Membership (Join or Renew Now!)
Join or renew your membership when registering for the conference and take the 
discounted member rate on registration fees. Memberships must be current prior to the 
conference for member rates to apply.
q Professional $110
q Full-Time Student $54
     (copy of ID required)

q Dual $152
q Senior (age 62 or over) $80

Totals

$AVE!
Register by 

midnight Dec. 16!2015
Member ID # _____________     q Check here if first-time attendee.

q Double Bass Bootcamp
q Devel. Super Musicians
q Solo Adjudicator 101

q Injury Prevention/Wellness 
q Integrating Electric 

Instruments (Yamaha)

q Suzuki (add $35 for 
materials; starts at 

 10 a.m.)
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The 18th ASTA National 
Solo Competition

by Jeffrey Solow, Competition Chair

On Saturday night March 20, attendees at the 2015 ASTA National 
Conference in Salt Lake City will be able to experience the excitement 
of watching six Laureate Finalists vie for the $5,000 Grand Prize of the 
ASTA 18th Solo Competition. They also will play an active role when 
they select the winner of the new $1,000 Audience Favorite Award. Our 
finals judges are highly distinguished: Eduard Schmieder, violin; Leslie 
Harlow, viola; Thomas Landschoot, cello; DaXun Zhang, bass; Nicholas 
Goluses, guitar; and Marina Roznitovsky Oster, harp. Will the audience 
vote for the same person that the judges choose for the Grand Prize? That 
remains to be seen!  
 For the second time in the history of the competition the 
preliminary round will be entirely online. All participants—who can 
enter on violin, viola, cello, double bass, classical guitar, and harp—will 
be adjudicated via DecisionDeskTM. There are two levels for the online 
round: the Junior Division, open to musicians under the age of 19 as 
of March 20, 2015 (born on or after March 20, 1996), and the Senior 
Division, open to musicians aged 19-25 as of March 20, 2015 (born on 
or after March 20, 1990 and before March 20, 1996). 
 In the online preliminary round, the an equally distinguished panel 
of judges will choose First and Second Place winners for each instrument 
in each division, who will be awarded a medal and a certificate, as well 
as Honorable Mention recipients who will receive a certificate. The 
six Laureate Finalists who will compete in the live final round at the 
conference will be selected from among entrants on all instruments 
in both the Junior and Senior Divisions; each will receive a $1,000 
prize and free conference registration. Cell phone voting will allow 
the attendees to choose an audience favorite who receive an additional 
$1,000 prize. All online entrants will receive comments from their 
adjudicators: Grigory Kalinovsky, violin; Brett Deubner, viola; Terry 
King, cello; Rob Kesselman, bass; Martha Masters, guitar; and Deborah 
Fleischer, harp. Winners also will get recognition on the ASTA website 
and in the American String Teacher. We are still seeking sponsors for these 
prizes. Sponsors will receive prominent credit at the conference, in AST, 
and on ASTA's website.
 The official guidelines, including required repertoire, can be found 
on the ASTA website www.astaweb.com. Entries MUST be submitted 
online at the official DecisionDesk entry site by 11:59 p.m. PDT of 
November 12, 2014. As always, participants must be ASTA members or 
students of a current professional ASTA member. 
 Since the inaugural Solo Competition in 1978 with 17 finalists 
from 10 states and $425 in prize money, the list of our prize-winners 
who have gone on to careers as soloists, university professors, and 
section leaders of major orchestras continues to grow. Among them are: 
Elizabeth Hainen—principal harp of the Philadelphia Orchestra; violists 
Cynthia Phelps—principal of the NY Philharmonic, Cathy Basrak—

associate principal of the Boston Symphony, and Jennifer Stumm—winner of the 2005 Primrose International Viola Competition; cellists 
Wendy Warner, Andres Diaz—professor at SMU, Sergey Antonov—Gold Medal Winner of the 2007 Tchaikovsky Competition, and 
Hai-Ye Ni—principal of the Philadelphia Orchestra; bassists Edgar Meyer, Jeffrey Bradetich—professor at the University of North Texas, 
and DaXun Zhang—professor at the University of Texas (and judge for this year’s final round); and violinists Joshua Bell and Benjamin 
Beilman—2012 Avery Fisher Career Grant recipient. In addition to these esteemed names, dozens of our prize winners, finalists, and 
entrants have established respected careers in great orchestras, chamber music groups, and private teaching studios where they continue to 
delight audiences and pass on their knowledge and experience to the next generation of string players.
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You may have heard that we in 
the United States live in a 
litigious society. Don’t think it 
isn’t true for educators, as well. 
Most of us have never been 
involved in a lawsuit, but if you 
ever are, you may become 
surprised how your legal 
defense expenses may quickly 
mount. Experienced defense 
lawyers typically charge $150 
to $350 an hour, and every 

action is billable, including long-distance phone charges, 
photocopies, delivery fees, the assistance of paralegal staff, court 
costs, and more. Half of your bill can come during the pre-trial 
actions alone. Also bear in mind that your largest expense as a 
defendant who loses at trial may be compensatory and punitive 
damages, fines, penalties, and court costs. 
 That is why it is important to protect yourself with 
professional liability insurance, whether you teach at a school or 
university or are a studio teacher in private practice. If you work 
as a W-2 payroll employee at a school, this coverage can cost you 
as little as $99 per year. To be completely covered today, educators 

cannot rely solely on the coverage of their employer. An individual 
professional liability policy protects you from professional 
negligence as well as from your failure to perform your professional 
duties. Individual professional liability coverage ensures that you 
are protected from the errors you may make in the workplace, 
regardless of whether your school has adequate coverage.
 Individuals who are in private practice are even more 
vulnerable, as they bear full responsibility for their professional 
activities as well as those of their employees. A single lawsuit, even 
if the claims are unfounded, could have a crippling effect on your 
practice and personal finances. Those in private practice must 
realize that a professional liability lawsuit could suddenly threaten 
everything they’ve worked to achieve. Any claim—even one that's 
unfounded—can be expensive and time-consuming to defend. A 
private practice professional liability policy is an affordable way to 
get the protection you need.
 Another thing that is often overlooked is that educators 
who find themselves involved in a legal matter may put their 
personal assets at risk for their alleged actions or inactions. Here, 
too, a professional liability policy will safeguard your career and 
personal assets from a costly work-related lawsuit.
 Professional liability protection is a must, and ASTA’s 
affiliation with the Trust for Insuring Educators (TIE) makes 

access to this valuable member benefit 
possible. TIE is a consortium of 65 
national education associations pooled 
together for the purpose of providing a 
variety of highly competitive insurance 
protection to their respective members.
 The ASTA Educators Professional 
Liability Plan protects you against a broad 
range of exposures associated with your 
employment duties, such as:
•	 Improper	placement	of	students
•	 Hiring	unqualified	people
•	 Defamation
•	 Failure	to	promote	students	or	grant	

credit
•	 Violation	of	student	civil	rights
•	 Negative	consequences	in	

implementing the recommendations 
of research studies

 Don’t wait until it’s too late. Visit 
and learn more about professional liability 
coverage—and 13 other insurance 
products available to ASTA members—at 
www.ftj.com, or call the ASTA insurance 
administrator at 1-800-821-7303 to speak 
with a friendly insurance adviser today.

Article submitted by Forrest T. Jones & Company.

Protect Yourself with ASTA’s 
Professional Liability Coverage
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The ASTA Board is proud to announce 
some important improvements to and 
the expansion of the ASTA Certificate 

Advancement Program or ASTACAP. The board’s strategic 
plan is committed to including more teachers and students, 
creating more efficient programs, utilizing current technology 
for administrative ease and naturally, attracting new ASTACAP 
participants, who will hopefully become ASTA members. 
 The rationale for creating new initiatives within the 
ASTACAP program comes from board observations involving 
difficulties within state programs. Often, state databases are not 
well maintained or effectively transferred when chapter leadership 
changes. There also are reports of students who have no means 
to travel, or who must to travel long distances to participate in 
ASTACAP exams. The board hopes to provide increased service to 
satisfy ASTA members’ requests, to improve and expand ASTACAP, 
to help transition new state leaders, to include disadvantaged 
students, and to maintain program consistency nationally.
 For the online ASTACAP, ASTA will be providing registration 
and payment, management and payment of adjudicators, planning 
of adjudicator training sessions, maintenance of a national database, 
awards for the students, program marketing, and all related staff 
support for the program. States who select the in-person version 
will be responsible for running their live events, which includes 
hiring adjudicators and covering their travel and expenses, 
marketing in their states, ordering awards from the national office, 
paying all associated rental costs for the facility, and maintaining 
event liability insurance.
 The ASTACAP Task Force is working in conjunction with 
the ASTA National Board and associates to design a “new model” 
of the program going forward. Based on the fully online version 
of the National Solo Competition that launched with great 
success in 2013, the new ASTACAP online initiative also will run 
on DecisionDeskTM software. 
 Officially, all students participating in the ASTACAP 
program must apply online beginning this fall.  Having applied 
online, there will be two evaluation options from which 
to choose:  1) an “in-person” state evaluation event, that is 
organized, advertised, and coordinated by the individual states, 
and 2) an “online” evaluation, for which students will record 
and submit their performance to be evaluated by a certified, 
professional adjudicator via DecisionDeskTM. 
 For students who opt for an in-person ASTACAP event, 
their online applications will be processed in the national office 
and their information forwarded to the state where the in-
person audition will occur. An attending certified, professional 
evaluator will write comments and award ribbons on the day of 

the in-person exam.  An online record of the live exams will be 
maintained in the national office.
 Students opting for the online evaluation will apply and 
submit their recorded materials within three annual time 
frames. ASTA-approved adjudicators will assess the submissions, 
write comments, and award ribbons. Proof of the students’ 
participation will be archived in the form of an online transcript 
through DecisionDeskTM.  
 Some key points to the ASTACAP new online evaluation:
•	 Timing: Online evaluations will be condensed into three 

annual time periods nationwide. In one step, students will 
apply and submit video recordings of their scales, etude, and 
repertory pieces per the ASTACAP guidelines.  The submission 
time periods are: January 1-31 / April 1-30 / June 1-30.

•	 Adjudication: Certified evaluators will be paid to review 
submissions and write comments. Achievement award 
ribbons and written comments will be mailed to each 
student within 60 days of the last day of submission period. 

ASTACAP Expands Options: Online 
Evaluations to Serve Additional Students

by Nancy Bargerstock, ASTACAP Task Force Chair
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In addition to increasing access to ASTACAP for previously 
underserved students, benefits of the new version include:

•	 Consistency: Working with trained evaluators guarantees the 
quality and fairness of the evaluation process. 

•	 Availability:	All teachers and students can participate in the 
program regardless of their geographic location. The online 
option includes students where no “in-person” evaluation 
sites exist or where distance is an obstacle.

•	 Streamlining:	Regular evaluation periods create consistency 
and planning ease for teachers from year to year.

•	 Time	efficiency: The online option is more time efficient for 
students, their families, teachers, and state site coordinators  

•	 Individual	choice:	Teachers’ studios or individual students 
can select the most convenient date within the evaluation 
time period to record and submit materials.

•	 Cost	efficiency:	For the state chapters, the online option 
eliminates fees for rental space, liability insurance, 
adjudicators, hotel, and travel. For families, no travel 
expenses to and from the examination site. 

•	 National	database	and	an	online	“transcript”: A record of 
every student’s participation in the program is retained in 
national office database.

•	 Rebates	for	state	chapters:	Regardless of in-person 
or online, state chapters will receive rebates for each 
participant’s examination to be used to either operate the 
program in their own state or promote the online version to 
their members.  

Adjudicator training: Adjudicator training sessions will be 
offered annually at the ASTACAP pre-conference workshops at 
national conferences. Attendance at the pre-conference workshop 
provides ASTA members the opportunity to learn the necessary 
adjudication skills to become certified. Certified adjudicators will 
be eligible for BOTH online and in-person adjudication events as 
long as they continuously maintain their ASTA membership.  
 Grandfathering: ASTA members previously involved in their 
state’s ASTACAP program who have not attended an ASTACAP 
pre-conference workshop can apply to be “grandfathered” into 
the adjudicator program. Only those who have consistently 
maintained their ASTA membership, adjudicated multiple 
previous ASTACAP events, and are committed to viewing 
the taped ASTACAP training video will be considered for 
“grandfathering.” Please note: the “grandfathering” process will be 
offered only in the first year of the new initiative. Look for more 
information this fall on this facet of the program.  
 In-person evaluations: In-person evaluations may continue 
in states that have perfected them and prefer them. State chapters 
need to inform their constituency in the summer or fall whether 
in-person events are scheduled for the coming year.  The national 
office will request that state chapters notify the office six months 
in advance of this decision. 
 Sight reading: Evaluation of sight reading examples will 
continue as part of the in-person evaluation process.  Regretfully, 
the sight reading portion is not feasible with the online version. 
 ASTACAP Handbook and Guidelines (2010):  The 

ASTACAP syllabus found in the handbook (2010) has been 
retained for the time being. A revision is projected; however, 
that will include alternatively styled repertory as well as a guitar 
syllabus.  There will be both a hard copy and eBook version of the 
new handbook. 
 To summarize, the ASTACAP task force believes that 
“ASTACAP online” is an important step forward for the program. 
Students today are digital learners. They respond to technology. 
ASTACAP’s online portfolio has multiple uses beyond the 
recordkeeping feature. It helps students if they change teachers, 
and it tracks their progress easily and accurately. 
 Look for the launch of the new program in September. Keep 
in mind that every student needs to register online at 
astaweb.com/astacap where they can opt for either the online or 
in-person exam (where available.) 

Online Application
Fee State 

Rebate
Foundation – Level 3 $45 $5

Level 4 – Level 6 $60 $5

Level7 – Level 8 $75 $5

Level 9 – Level 10 $90 $5

(*DecisionDesk will charge a $5 service fee)

In-Person Application
Fee State 

Rebate
Foundation – Level 3 $65 $40

Level 4 – Level 6 $80 $55

Level7 – Level 8 $95 $70

Level 9 – Level 10 $110 $85

(*DecisionDesk will charge a $5 service fee)

Nancy Bargerstock, violinist, is an active soloist, 
teacher, and chamber musician with B.M. and 
M.M. degrees from Juilliard, a soloist's diploma in 
viola from the Orfeo Conservatory in Athens, 
Greece, and a D.M.A. from the University of 
North Carolina-Greensboro. Her career includes 
appearances as soloist and chamber musician 
throughout the U.S. and abroad as well as 35 
years of collegiate and studio teaching. 
Presently, she is professor of violin at Appala-

chian State University in Boone, North Carolina. Positions she has held 
in ASTA include:  NC-ASTA State President (2006-08), Conference 
Review Committee (2012-14), and Chair of the Committee on Studio 
Instruction (2012-14) and ASTACAP Task Force (2014-16).
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The Ninth 
Quadrennial 

International Violin 
Competition of 
Indianapolis

The Ninth Quadrennial International 
Violin Competition of Indianapolis 
(IVCI) will take place September 5-21, 
2014.  In creating the largest violin 
festival of its type in North America, 
the IVCI has invited the Violin Society 
of America (VSA) to hold its 42nd An-
nual Convention and 21st International 
Competition for makers in Indianapolis 
from September 15-21.  This first-time 
collaboration will combine 17 days of 
spectacular violin performances with 
the VSA’s renowned biennial string in-
strument making competition (featuring 
over 400 violins, violas, cellos, basses 
and bows), a contemporary string 
instrument exhibit, lectures, trade show 
and more.
 
Regarded as one of the foremost 
music competitions in the industry, the 
IVCI will showcase 40 of the world’s 
finest young violinists from 13 coun-
tries.  Participants will compete for 
more than $250,000 in prizes, career 
management, international concert 
engagements, a Carnegie Hall Stern 
Auditorium recital debut and the use 
of the 1683 “ex-Gingold” Stradivar-
ius.  For more information, please go 
to  www.violin.org.
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Notes
Christian Howes and Douglas 
Droste Receive Surprise 
Invitation by U.S. Embassy to 
Perform in the Ukraine

When jazz violinist 
Christian Howes and 
conductor Douglas Droste 
performed with the Muncie 
Symphony Orchestra, they 
had no idea that an online 
video of their show would 
garner an opportunity to be 
a part of a six-day American 

cultural exchange in Ukraine. This invitation for these two 
childhood friends and longtime ASTA members was one that 
they could not resist. 
 Howes and Droste performed in Lviv, Ukraine on June 21 in 
the historic Lviv Philharmonic Concert Hall with the INSO-Lviv 
Academic Symphony Orchestra. The concert program, conducted 
by Droste, fused both jazz and classical music and was united by 
a single theme—music of the “New World.” Andrew Paul, U.S. 
Embassy's cultural attache, opened the concert by saying it is 
important to continue American “cultural diplomacy in Ukraine 
during this time of crisis.”
 The cultural exchange and engagement trip in the Ukraine also 
featured Howes teaching improvisation workshops to string players 
in Lviv and Kyiv, while presenting two additional concerts in 
collaboration with jazz musicians in both cities. In addition, Droste 
led a conducting master-class with young Ukrainian conductors.

The Phillip and Patricia Frost 
School of Music Appoint New 
Professor of Violin

The Phillip and Patricia Frost School 
of Music at the University of Miami 
has appointed Charles Castleman as its 
new professor of violin. Castleman has 
served as professor of violin at the 
Eastman School of Music since 1975. 
According to the university, he is one 
of the world’s most active performers 
and pedagogues on the violin today. A 
dynamic and expressive musical artist, 
he has appeared as a featured soloist 
with the orchestras of Philadelphia, 
Boston, Brisbane, Chicago, Hong 

Kong, Moscow, Mexico City, and Shanghai, to name a few. He 
has conducted master classes in all major cities of Europe, the 
USA, Australia, Canada, and New Zealand. He is the founder 
and director of the prestigious Castleman Quartet Program, an 
intensive and extensive summer workshop in solo and chamber 
performance that is celebrating its 45th continuous year.

Brenda Brenner to Attend 
Alice and Eleonore 
Schoenfeld International 
String Competition

Brenda Brenner, ASTA president-elect, 
will be representing the association as a 
special guest of the Alice and Eleonore 
Schoenfeld International String 
Competition in Harbin, China on 
August 18-25, 2014. The competition’s 
goal is to enrich the culture of music by 
recognizing and promoting highly-gifted 
young musicians from around the 
world. It is dedicated to both sisters’ 
stellar and influential musical careers.  

 It is especially poignant for ASTA to have a presence at the 
event as the association’s relationship with the Schoenfeld sisters 
has been very personal. Steve Benham, ASTA president, says, 
“We've witnessed how they have dedicated their lives together for 
the betterment and service to their art and their devotion to their 
students—unquestionable. We here at ASTA are proud to have 
awarded Alice and Eleonore multiple awards for their outstanding 
leadership and teaching, including the National Distinguished 
Service Award and coveted Artistic Teacher Award.”
Look for more on the competition in the November AST.

Pamela Gearhart Longtime 
ASTA Supporter Passes
Pamela Gearhart, 80, passed away on Sunday, July 6. Her 
81st birthday would have been July 21. Born in Altoona, 
Pennsylvania, she began her musical training with her father, 
violinist and conductor, Russell Gerhart. He and his wife Martha 
formed the Gerhart String Ensemble in Altoona, Pennsylvania, 
which grew into the Altoona Symphony Orchestra. Her noted 
teachers also included Mischa Mischakoff, Joseph Knitzer, Ivan 
Galamian, and Efrem Zimbalist. At the early age of 15, she 
studied music at the Curtis Institute of Music for five years. 
Gearhart joined the faculty of the University of Buffalo’s 
Music Department in 1957 as a part-time instructor of violin.  
This position grew considerably as she eventually conducted 
the university’s orchestra and directed the chamber music 
performance program. She continued to work at the University at 
Buffalo until 1975. 
 Her credentials as a music educator include work on the 
faculty at Villa Maria Institute of Music (Buffalo) 1963-1965, 
serving for six years as Alexander Schneider's assistant for the 
University at Buffalo's String Institute, numerous positions as 
guest conductor and judge at music festivals, and director of 
the Youth Makes Music String Workshop. After leaving the 
University at Buffalo, she joined the faculty at Ithaca College. In 
1980, she founded the Ithaca Youth Orchestra. She continued as 
its conductor until her retirement from Ithaca College. 
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Pamela Gearhart married fellow University at Buffalo music faculty member Livingston Gearhart in 1955. They were frequent 
collaborators on programs and projects. Livingston wrote many musical arrangements geared specifically to the pedagogical needs 
of her ensembles. Many of these arrangements and compositions survive in the Livingston Gearhart Score Collection. She was 
predeceased by husband, Livingston. Her survivors include children Kim, Martha, and longtime ASTA member Fritz and many 
grandchildren. She also is survived by her many musical “children.” A memorial service is planned for September 27 at 2 p.m. at the 
Unitarian Church of Ithaca. In lieu of flowers donations can be made to Hospicare of Tompkins County.

Contemporary Music Advocate and Educator Janet Packer 
Passes at Age 64
Janet Packer, violinist and promoter of new music, has passed away at the age of 64. She had cancer. The well-loved contemporary 
music advocate premiered works by composers including Gardner Read and Krzysztof Meyer. She was president of Pro Violino 
Foundation, an organization founded to support the creation of new violin music. In 2012, she was named the Studio Teacher of the 
Year by Massachusetts ASTA. An experienced educator, Packer served as chair of the violin department at Longy School of Music in 
Cambridge, Massachusetts for 12 years and was on the faculty of the Rivers School Conservatory. She also gave frequent master classes 
at schools and universities.
 Her dedication to students, skillful playing, engaging personality, and tireless energy to the string community will be missed. For 
further information about her achievements, please visit www.janetpacker.com.   

A Student’s Poem About Her Feelings Toward Music
From time to time, ASTA receives poetry from members along with a request to publish it in AST. Unfortunately, we cannot print 
them all, but “The Light of Music,” by 14-year-old Julia Qiao struck a chord with Donna Hale, ASTA executive director. Qiao is a 
violin student of longtime ASTA member Marjorie Lin.

It begins with a sightless prince,
surrounded by riches and glory.
His eyes were lost to all this beauty,
as sadness fought its way through.

Yet a voice crawled through the wall,

Drifting,
through the mist.
A piercing voice,
a haunting dream
called into the gloomy dim.

When a melody fills the soul,
let your imagination fly.
Do so and discover,
something nearly greater than sight.

Listen to the emotions,
glimpse the sad, the joyous, the weary.
Wash the fear away in the stream
of tranquility and enchantment.

Times can seem so cruel,
heartless, to the bone,
but listen to the harmonies
and see the world so full.

Colors of the rainbow,
vibrant yellows and clear blues,
imprinted in the minds of all,
as the lilting melody begins.
Leave the pain and suffering,
as dreadful chimera of the past.
Listen to the songs of bliss
and chase the course it carves.

With this the angel took her leave,
voice drifting back within,
but the fog didn’t settle again
instead, it lifted away.

Skies like sapphires with emerald trees.
Stars winking a thousand goodbyes.
A pear,
hanging on a dark blue drape.
Never stopping
never ending,
the scene continues.

An opening door that beckons all,
golden beams light a murky path.
A shining gate,
a musical tune,
that never stops flowing.

“The Light of Music ”
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Membership Application
ASTA

Use this application to join ASTA today or apply online at www.astaweb.com.

To avoid delay in processing your application, please complete all sections of this form. Dues are nontransferable and nonrefundable. There is a $27 charge for all items 
returned from the bank. Submit applications to ASTA Membership Department, 4155 Chain Bridge Road • Fairfax, VA 22030, 703-279-2113, Fax 703-279-2114

Profession
Primary Secondary

Check only one primary profession.
Check any secondaries that apply.

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

Higher Education

K-12 levels

High School

Middle/Jr. High School

Elementary School

School (Multilevel)

Private Studio

Performer

Conductor

Retired

Music Administrator

String Enthusiast

Student

Instrument
Primary Secondary

Check only one primary instrument.
Check any secondaries that apply.

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	

Violin

Viola

Cello

Double Bass

Guitar

Harp

Brass

Piano

Percussion

Woodwind

Personal Information    New Member   Renewing Member

Name _________________________________________________________________

Address _______________________________________________________________

City, State, Zip, Country ___________________________________________________

  _____________________________________________________________________

Email _________________________________________________________________

Home Phone _________________________Work Phone  ________________________

Cell _______________________________Date of Birth ________________________

Graduation Date (students only) _________School Name (students only) ____________

Job Title ____________________________Prof. Affiliation _______________________

Primary Musical Focus    Classical  Non-Classical

Membership Category Check only one. Dues paid annually. Rates current through June 30, 2015.

 Professional ....................................... $110  Senior (age 62 or over) ............$80

 Full-time Student*............................. $54 
*proof of full-time undergraduate student status required

 Dual** ........................................... $152 
**please complete second form for other Dual member

Please exclude me from:  Online Membership Directory  Mailing Labels

 ASTA Email Announcements  All Mailings

Preferred method of contact:   Email           Fax           Mail           None

Do you participate or use the ASTACAP program ?    Yes            No

Dues Auto-Renewal Program
 Yes! I want to enroll in the automatic 

dues renewal program. I understand 
I may cancel participation in this 
program at any time.

 
Dues Installment Plan
	Yes! Please enroll me in the Dues 

Installment Plan based on my 
preferences below. For more 
information on installment plan 
payment options, please visit 
astaweb.com, or call 703-279-2113. 
Note: Members taking advantage 
of this option also will be enrolled 
in the Auto-Renewal Program. 

	Annually 	Quarterly
	Semi-Annually 	Monthly
 

Voting Online
I give my consent to participate in 
electronic voting and receive election 
materials via email.

Yes  No 
 
String Research Journal
	Yes, I would like to receive a printed 

copy of the String Research Journal at 
$24.95 per issue. The SRJ is printed 
once per year. 

 

Totals/Payment
Membership Dues $ ______
Foreign Postage 
   ($5 Canada, $10 all others) $ ______
Membership Lapel Pin, $7 $ ______
Membership Certificate, $10 $ ______
ASTA Contribution $ ______
String Research Journal 
  Subscription  ($24.95) $ ______

GRAND TOTAl $ ______
 
Payment Information
  Check payable to ASTA
      Check No.  __________________
  Visa   MC    AMEX

Card No. ________________________

Exp. Date ________________________

Signature ________________________

2014-2015
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ASTA Student Chapters

Adlai E. Stevenson High School
Advisor: Enrique Vilaseco
 evilaseco@d125.org

Appalachian State University/
Hayes School of Music ASTA

President: Katelyne Lagroon
 lagroonkb@email.appstate.edu
Advisor: Chung Park
 parkch@appstate.edu

Ball State University 
President: Katie LeSesne
 kblesesne@bsu.edu
Advisor: Karin Hendricks   
 kshendricks@bsu.edu

Belmont University ASTA
President: Lacy Thurman
 lacy.thurman@pop.belmont.edu
Advisor: Elisabeth Small
 elisabeth.small@belmont.edu

University of Colorado at Boulder 
ASTA

President: Cameron May
 clmay2294@comcast.net
Advisor: Margaret Berg
 margaret.berg@colorado.edu

Concordia College ASTA
President: Rachel Tisdale
 rtisdale@cord.edu
Advisor: Jane Linde Capistran
 capistra@cord.edu

Converse College ASTA
President: Mary Kay Hall
 mkviolin@yahoo.com 
Advisor: Sarah Johnson
 sarah.johnson@converse.edu

Duquesne University ASTA
President: Matthew J. Pfeuffer
 pfeufferm@duq.edu
Advisor: Stephen Benham
 benham@duq.edu

Eastern Kentucky University ASTA
President: Sarah McManigell
 sarah_mcmanigell@eku.edu 
Advisor: Jeremy Mulholland
 jeremy.mulholland@eku.edu

Eastern Michigan University ASTA
President: Roy Binder
 rbinder@emich.edu
Advisor: Kevin Miller
 kmiller@emich.edu

Florida State University ASTA
President: Aaron Vaughn
 akv11f@my.fsu.edu 
Advisor: Kasia Bugaj
 kbugaj@fsu.edu

Hofstra University ASTA
President: Victoria Boretsky
 vboret1@pride.hofstra.edu 
Advisor: Nathalie Robinson
 nathalie.g.robinson@hofstra.edu

Illinois State University ASTA
President: Matthew White
 mdwhite@ilstu.edu
Advisor: Katherine Lewis
 kjlewis@ilstu.edu

University of Illinois at Urbana-
Champaign ASTA

President: Christopher Pettit
 cpettit2@illinois.edu
Advisor: Louis Bergonzi
 bergonzi@illinois.edu

Indiana University ASTA
President: Jessica MacLean
 jmaclea@indiana.edu
Advisor: Brenda Brenner
 bbrenner@indiana.edu

University of Iowa ASTA
President: Colleen Ferguson
 crenfergu@gmail.com
Advisor: Scott Conklin
 scott-conklin@uiowa.edu

Ithaca College ASTA
President: Emma Brown
 ebrown5@ithaca.edu
Advisor: James Mick
 jmick@ithaca.edu 

James Madison University School 
of Music ASTA

President: Robert Salzberg
 robertcsalzberg@yahoo.com
Advisor: Robert McCashin
 mccashrd@jmu.edu

Kennesaw State University ASTA
President: Amanda Esposito
 aesposi4@students.kennesaw.edu 
Advisor: Charles Laux
 claux@kennesaw.edu

University of Kentucky ASTA
President: Lubitza Braikova
 ldbrai2@uky.edu
Advisor: Benjamin Karp
 benjamin.karp@uky.edu 

Lawrence University ASTA
President: Francie Weberpal
 frances.r.weberpal@lawrence.edu
Advisor: Kirk D. Moss
 kirk.d.moss@lawrence.edu

University of Louisville ASTA
President: Nicholas Weiner
 nawein01@louisville.edu
Advisor: Sidney King
 sidaking@gmail.com

Mansfield University ASTA
President: Alyssa Wroblewski
 wroblewskiaa01@mounties.  
	 mansfield.edu	
Advisor: Jeff Jacobsen
	 jeffrey.jacobsen@mansfield.edu

University of Michigan ASTA
President: Chris Livesay,
 liveschr@umich.edu
Advisor: Michael Hopkins
 mhopkins@umich.edu

Michigan State University ASTA
President: Jasmine Blackie
 blackiej@msu.edu
Advisor: Judy Palac, palac@msu.edu

Nazareth College ASTA
President: Giovanni Magagnoli
 gmagagn1@naz.edu 
Advisor: Nancy Strelau
 nstrela1@naz.edu

University of Northern Colorado 
ASTA

President: Shawn Murphy
 maestromurphy@gmail.com
Advisor: Christopher Luther
 christopher.luther@unco.edu

Northern Kentucky University ASTA
President: Betsy Williams
 elsiebooklover@gmail.com
Advisor: Amy Gillingham
 gillinghaa1@nku.edu

The Ohio State University ASTA
President: Katherine Garrett
 garrett.323@osu.edu
Advisor: Robert Gillespie
 gillespie.5@osu.edu

Pennsylvania State University ASTA
President: Ryan Meyer
 rdm5225@psu.edu
Advisor: Robert Gardner
 rdg13@psu.edu

Rutgers University ASTA
President: Erica Basta
 erica.basta@gmail.com
Advisor: Betsy Maliszewski
 betsy.maliszewski@gmail.com 

University of South Carolina ASTA
President: Katie Lindler
 lindlekh@email.sc.edu
Advisor: William Terwilliger
 wterwilliger@mozart.sc.edu

SUNY Potsdam/Crane School of 
Music ASTA

President: John Marshall
 marshajg195@potsdam.edu
Advisor: Jennifer Kessler
 kesslejk@potsdam.edu

Temple University ASTA
President: Khristine Raymond
 bernadette912@gmail.com 
Advisor: Jeffrey Solow
 solowcello@gmail.com

University of Tennessee at 
Knoxville ASTA

President: Lydia Kabalen
 ljkabalen@gmail.com 
Advisor: Wesley Baldwin
 wbaldwin@utk.edu

University of Texas at El Paso/
Sun City ASTA

President: Christina Hernandez
 cmhdz90@gmail.com 
Advisor: Stephanie Meyers
 smeyers@utep.edu 

University of Texas at San 
Antonio ASTA

President: Sundas Mohi
 sundas_mohi@yahoo.com 
Advisor: Stephanie Westney
 stephanie.westney@utsa.edu 

Texas A&M University at Corpus 
Christi ASTA

President: April M.M. Ibarra
 g8tviolinist@sbcglobal.net 
Advisor: Carrie Pierce
 ccarrie.pierce@tamucc.edu

Texas State University ASTA
President: Josue Martinez
 jam360@txstate.edu 
Advisor: Ames Asbell
 viola@txstate.edu 

VanderCook College of Music ASTA
President: Guadalupe V. Garcia
 ggarcia@vandercook.edu 
Advisor: David F. Eccles
 deccles@vandercook.edu 

Weber State University ASTA
President: Marianne Asmus
 marianne.asmus@gmail.com
Advisor: Shi-Hwa Wang
 swang@weber.edu

Western Kentucky University ASTA
President: Matt Shepherd
 john.shepherd575@topper.wku.edu 
Advisor: William R. Scott
 bill.scott@wku.edu

Western Michigan University ASTA
President: Brittany Harris
 harriswmu@gmail.com 
Advisor: Bruce Uchimura
 bruce.uchimura@wmich.edu

Westminster College ASTA
President: Jessica Kimbell
 kimbjm22@wclive.westminster.edu 
Advisor: Melinda Crawford Perttu
 perttumh@westminster.edu

West Virginia University ASTA
President: Cassandra Nelson
 cassie.nelson.wv@gmail.com 
Advisor: Andrea Priester Houde
 andrea.houde@mail.wvu.edu

Wichita State University ASTA
President: Kristen Weddle
 kristen.weddle@yahoo.com 
Advisor: Selim Giray
 selim.giray@wichita.edu

University of Wisconsin-Eau 
Claire ASTA

President: Laura Severson
 severslc@uwec.edu
Advisor: Tulio Rondon
 rondontj@uwec.edu

Please note that all college/university chapters must submit renewal applications by November 1 every year to remain active for the 
following academic year. Required forms may be found under “Student Chapters” at www.astaweb.com.
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State Presidents
Alaska
Vincent J. Cee, 907-474-5113, vcee@alaska.
edu, Fairbanks, AK

Alabama
Layla Humphries, 205-871-7324 x730, layla.
humphries@dawsonchurch.org, Birmingham, AL

Arkansas
Dan L. Mays, 479-226-9571, celloaction@
gmail.com, Fort Smith, AR

Arizona
Theodore Buchholz, 520-307-5390, 
theodorebuchholz@hotmail.com, Tucson, AZ

California
Thomas Tatton, ttatton43@gmail.com, Morro 
Bay, CA

Colorado
Nancy Allwein, 303-564-8765, cameostring@
gmail.com, Centennial, CO

Connecticut
Kathryn Fausel, 860-648-5030 ex 22142, 
lushfiddle@gmail.com, Manchester, CT

Florida
Brian T. Powell, 305-284-6227, basspowell@
hotmail.com, Miami, FL

Georgia
Jennifer Floyd, 678-639-3456, jennifer.
floyd@cobbk12.org, Atlanta, GA

Hawaii
Chad Haruo Uyehara, 702-358-7936, 
chuyehara@gmail.com, Honolulu, HI

Iowa
Michelle Mentz, 563-845-9809, mhmentz@
me.com, Dubuque, IA

Idaho
Kevin Howard, 208-733-6551 x4190, kevin_
howard@ymail.com, Twin Falls, ID

Illinois
Jason S. Heath, 773-612-3597, jason.heath@
d128.org, Chicago, IL

Indiana
Karin S. Hendricks, 309-262-5176, 
kshendricks@bsu.edu, Muncie, IN

Kansas
Eric Crawford, 316-973-7280, ecrawford@
usd259.net, Wichita, KS

Kentucky
Christina Givan, 443-286-8638, christina.
givan@jefferson.kyschools.us, Louisville, KY

Louisiana
Michelle Wilkinson-Nelson, Michelle, Wilkinson-
Nelson, 253-691-3912, Prairieville, LA

Massachusetts
Deanna Leedy, 617-519-0542, Deanna.
Leedy@gmail.com, Medford, MA

Maryland
Matthew Tifford, 301-770-4377, mtifford@
me.com, North Bethesda, MD

Maine
Lynne McMahon, 207-363-7403, violynne1@
gmail.com, Cape Neddick, ME

Michigan
Timothy Staudacher, 231-286-5427, 
staudachert@gmail.com, Muskegon, MI

Minnesota
Elizabeth M. Ericksen, 612-321-0100, 
adericksen@comcast.net, North Oaks, MN

Missouri
Ann E. Geiler, 314-691-7648, celloanng@
centurytel.net, Dardenne Prairie, MO

Montana
Michael Johns, 406-728-2400 x4684, 
pmjohns@mcps.k12.mt.us, Missoula, MT

North Carolina
Rebecca MacLeod, 336-256-0167, 
rbmacleo@uncg.edu, Greensboro, NC

North Dakota
Suzanne Larson, 218-779-7660, selarson@
west-fargo.k12.nd.us, West Fargo, ND

Nebraska
Erin Birkestrand Aguirre, 402-715-8225, 
erin_aguirre@yahoo.com, Omaha, NE

New Hampshire
Sally  Wituszynski, 603-692-2989, 
swituszynski@comcast.net, Somersworth, NH

New Jersey
Mary Maliszewski, 973-669-5397, betsy.
maliszewski@gmail.com, Chatham, NJ

New Mexico
Suzanne Shelton, 505-255-8691 x422, 
shelton_s@aps.edu, Albuquerque, NM

Nevada
Charles Cushinery, 702-799-5800, chukcush@
hotmail.com, Las Vegas, NV

New York
Edie R. Shillitoe, 315-637-0310, eshilli1@
twcny.rr.com, Fayetteville, NY

Ohio
Gretchen W. Zunic, 614-487-5077 x3259, 
gzunic@uaschools.org, Columbus, OH

Oklahoma
Peter Markes, 405-726-7216, peter.markes@
edmondschools.net, Oklahoma City, OK

Oregon
Jennifer Arnold, 216-965-3362, 
Vlaprincess99@aol.com, Portland, OR

Pennsylvania
Dalinda Bohr, 717-541-1662 x459, dcbohr@
verizon.net, Annville, PA

Rhode Island
Susan Curzio, 401-316-5778, suecurzio@
gmail.com, Coventry, RI

South Carolina
Stacy M. Wiley, 864-814-8834, 
stacymwiley@gmail.com, Inman, SC

South Dakota
Marian E. Casey, 952-240-2328, Marian@
LyricWood.org, Sioux Falls, SD

Tennessee
Wesley Baldwin, 865-974-0706, wbaldwin@
utk.edu, Knoxville, TN

Texas
John Burton, 817-888-2424, jrburton@uta.
edu, Arlington, TX

Utah
Eric Hansen, 801-422-4135, bass@byu.edu, 
Provo, UT

Virginia
Donovan Stokes, 540-665-5478, donovan@
donovanstokes.com, Winchester, VA

Washington
Myrnie Van Kempen, 425-431-4371, 
vankempenm@edmonds.wednet.edu, Seattle, 
WA

Wisconsin
Carrie Gruselle-Gray, 920-203-3134, 
graycarrie@aasd.k12.wi.us, Appleton, WI

West Virginia
Justin Jones, 304-639-1680, jkjones1187@
gmail.com, Moundsville, WV

Wyoming
Ronald M. Ryan, 307-721-4430, ronryan.
bass@gmail.com, Laramie, WY

Volunteer Leadership Directory
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Advocacy Committee
Bob Phillips, Chair, MI
	 phillipsfiddlers@aol.com
Associate	Liaison:		Mary	Jane	Dye

Collegiate Committee with 
Roundtable
Martin	Norgaard,	Chair,	GA
Charlene	Dell,	Vice	Chair,	OK
	 cdell@ou.edu	
Karin	Hendricks,	IN	
Rebecca	Roesler,	TX	
Board	Liaison:	Judy	Palac,	MI
Associate	Liaison:		Deb	Bissen

Curriculum and Pedagogy 
Committee
Judy	Palac,	MI
Sarah	Black,	GA
Martin	Norgaard,	GA
Sharan	Leventhal,	MA
Renatta	Bratt,	CA
Rebecca	MacLeod,	NC
David	Sogin,	KY
Judy	Palac,	Board	Liaison,	MI
Mary	Jane	Dye,	Associate	Liaison	

Eclectic Strings Committee 
with Roundtable
Renata	Bratt,	Chair,	CA
Beth	Fortune,	WA
Edgar	Gabriel,	IL
Duane	Padilla,	HI
Sheronna	McMahon,	TX
Libby	Dietrich,	Associate	Liaison
Bob	Phillips,	Board	Liaison,	MI

Executive Committee
Stephen	Benham,	President,	PA	
Bob Phillips, MI
Brenda	Brenner,	IN	
Donna	Hale,	Associate	Liaison	

K–12 Committee
Sarah	Black,	Chair,	GA
	 sarah_black@gwinnett.k12.ga.us	
Joe	Gutowski,	MO
Soo	Han,	IN
Melissa	Schoonover,	IL
Judy	Palac,	Board	Liaison,	MI	
Deb	Bissen,	Staff	Liaison

Membership Committee
Julie	Ellis,	Chair,	OH
	 jellis@worthington.k12.oh.us	
Ann	Geiler,	MO
Maura	Brown,	IL
Heather	Lofdahl,	NC
Ryan	Silvestri,	SC
Board	Liaison,	Jim	Palmer,	GA
TBA,	Associate	Liaison	

National Conference 
Committee
Mary	Wagner,	VA,	Chair
	 mscello@cox.net
Sarah	Black,	GA
Sharan	Leventhal,	MA
Martin	Norgaard,	GA
Renata	Bratt,	CA
Colleen	Tan,	IN
Stephen	Benham,	Board	Liaison,	PA
Deanna	Tompkins,	Associate	Liaison

National Orchestra Festival 
Committee
Val	Palmieri,	Chair,	MI
	 valerie.palmieri@gmail.com	
Stephen	Benham,	Board	Liaison,	PA
Libby	Dietrich,	Associate	Liaison	

National Solo Competition 
Committee
Jeffrey	Solow,	Chair,	PA
	 solowcello@gmail.com	
Brenda	Brenner,	Board	Liaison,	IN
Libby	Dietrich,	Associate	Liaison

Nominations Committee
Bob Phillips, Chair, MI
	 phillipsfiddlers@aol.com	
Donna	Sizemore	Hale,	Associate	Liaison

Publications Editorial 
Committee
Judy	Palac,	MI,	Chair
	 palac@msu.edu	
Josh	Russell,	Vice-Chair,	CT
Elaine	Colprit,	OH
Lynne	Denig,	VA	
John	Fetter,	NY
Robert	Gardner,	PA	
Beth	Gilbert,	AZ
Mary	Jane	Dye,	Associate	Liaison

Research Committee
Rebecca	MacLeod,	Chair,	NC
	 rbmacleo@uncg.edu	
Michael	Alexander,	TX
Elaine	Colprit,	OH
John	Geringer,	FL
Don	Hamann,	AZ
Kristen	Pellegrino,	Board	Liaison,	TX
Mary	Jane	Dye,	Associate	Liaison

State Leadership Committee
Colleen	Tan,	Chair,	IN
Associate	Liaison,	TBA
Board	Liaison,	Brenda	Brenner,	MI

String Industry Council 
Committee
Haig	Avsharian,	MI,	Chair
	 haig@sharmusic.com	
Associate	Liaison,	Beth	Knight

String Research Editorial 
Board
David	Sogin,	Co-editor,	KY
	 sogin@uky.edu	
John	Geringer,	Co-editor,	FL
	 jgeringer@fsu.edu	
Rebecca	MacLeod,	NC
Margaret	Berg,	CO
Margaret	Schmidt,	AZ
Laurie	Scott,	TX
Gail	Barnes,	SC
Joshua	Russell,	CT
Brett	Smith,	WA
Judy	Palac,	Board	Liaison,	MI
Mary	Jane	Dye,	Associate	Liaison

Student Committee
Adriana	Ransom,	Chair,	IL	
	 aransom@ilstu.edu
Margaret	Berg,	Board	Liaison,	CO	
Amanda	Bernhardt,	Associate	Liaison

Studio Teacher Committee 
with Roundtable
Sharan	Leventhal,	Chair,	MA
	 sharanleventhal@gmail.com	
Jody	Harmon,	MA
Anna	Cromwell,	IL
Mimi	Butler,	NJ
Deb	Perkins,	Board	Liaison,	TX
Mary	Jane	Dye,	Associate	Liaison

ASTA Past Presidents
Bob	Phillipss		—		2012-2014
Kirk	Moss		—	2010-2012
Jeffrey	Solow	—	2008-2010
Mary	Wagner	—	2006-2008

ASTA with NSOA Past 
Presidents
Robert	Gillespie	—	2004-2006
David	Littrell	—	2002-2004
Robert	Jesselson	—	2000-2002
Louis	Bergonzi	—	1998-2000

ASTA Past Presidents
Edward	H.	Adelson	—	1996-1998
Jacquelyn	Dillon-Krass	—	1994-1996
Anne	Witt	—	1992-1994
Robert	Culver	—	1990-1992
Gerald	Doan	—	1988-1990
Anne	Mischakoff	—	1986-1988
Gerald	Fischbach	—	1984-1986
Lucas	Drew	—	1982-1984
LeRoy	Bauer	—	1980-1982
Phyllis	Young	—	1978-1980
Jerry	Kupchynsky	—	1976-1978
Richard	Sieber	—	1974-1976
Robert	Oppelt	—	1972-1974
Ralph	Matesky	—	1970-1972
Harry	Lantz	—	1968-1970
Howard	Van	Sickle	—	1966-1968
Paul	Rolland	—	1964-1966
Robert	Klotman	—	1962-1964
Gerald	Doty	—	1958-1962
Frank	Hill	—	1954-1958
Ernest	Harris	—	1952-1954
Rex	Underwood	—	1950-1952
Duane	Haskell	—	1947-1950

NSOA Past Presidents
Doris	Gazda	—	1997-1998
Peter	A.	Miller	—	1995-1997
Robert	J.	Greenwood	—	1993-1995
Arlene	G.	Witte	—	1991-1993
Pamela	Tellejohn	(Hayes)	—	1989-1991
Robert	S.	Frost	—	1987-1989
Jerry	N.	Kupchynsky	—	1985-1987
James	H.	Godfrey	—	1984-1985
G.	Jean	Smith	—	1983-1984
C.	Gary	Iams	—	1981-1983
James	H.	Godfrey	—	1979-1981
John	R.	Bright	—	1977-1979
Robert	A.	Ritsema	—	1975-1977
Lois	Hobbs	—	1973-1975
James	H.	Godfrey	—	1971-1973
Malvin	N.	Artley	—	1969-1971
H.	Wayne	Pyle	—	1967-1969
Orville	“Cy”	Dally	—	1963-1967
Forest	A.	Etling	1961-1963
Traugott	Rohner,	Founder	1958-1961
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Showcase
Never Before Released Solos 
from Emanuel Feuermann

Carl Fischer Music announces the release of 
The Feuermann Legacy (BF93 - Score and 
Part - $39.99), a collection dedicated to the 
legacy of world renowned cellist Emanuel 
Feuermann. Comprised of six pieces often 
performed throughout his extensive career, 
these works are presented with updated 
fingerings and bowings by cellist pedagogue 
Marion Feldman.

 Three are unique, never-before published arrangements of 
repertoire masterpieces made by the cellist himself. Included 
in this volume are copies of Feuermann’s original manuscripts 
of the famous Polonaise Brilliante by Chopin, Handel’s Adagio 
and Allegro, and Tartini’s Variations on a Theme of Corelli. The 
fingerings and bowings for Dvorák’s Rondo were transcribed 
directly from a film of Feuermann performing. Also included: 
At the Fountain, Op. 20, No. 2 by Karl Davidoff and Hungarian 
Rhapsody, Op. 63 by Popper. Completing the collection are 
insightful interviews with Feuermann’s granddaughter, Marika 
Hughes, an essay on interpretation penned by the cellist, and a 
collection of photographs showcasing performances and off-stage 
life. This well-rounded legacy is a welcome addition to every 
cellist’s library, and a fitting tribute to one of the instrument’s 
liveliest virtuosos. It is available now from Carl Fischer Music or 
from your favorite music store.

Check Out this Sampling of 
New String Music from Neil A. 
Kjos Music Company

Vivaldi's Autumn Seasonings composed by 
Antonio Vivaldi is an unforgettable, jazzy 
take on a timeless classic. This unique 
arrangement will work double duty 
introducing your students to both Vivaldi 
and swing. The selection includes two 

versions of the piece, standard and "seasoned.” This piece retails 
for $52.
 The Red Lion is another fantastic choice from Jeremy 
Woolstenhulme. With a stirring melody, driving rhythms, and an 
energetic pulse that just won't quit, this action-packed selection 
is sure to fire up students and audiences alike. Let the adventure 
begin! The Red Lion retails for $48.
 Now it’s time to trek to a fantastical land with this epic 
selection, Bogdan’s Castle composed by Robert Sieving. It is 
filled with soaring melodies, cinematic grandeur, and a sense 
of adventure at every turn. There is something for everyone in 
Sieving's rich musical storytelling. Why not savor the journey for 
just $52?

Thomastik-Infeld Announces 
the Spirit line for Violin and 
Cello

Developed to spark the 
musical spirit in the 
advancing player and 
aspiring artist, Spirit 

strings embody the superior quality of 
all Thomastik-Infeld strings—at a 
budget-conscious price point. The 

result is an absolutely unbeatable value.  
 Made in Vienna and designed to produce a distinguished 
sound for every kind of music, Spirit strings boast a warm and 
vibrant sound, easy and stable tuning, easy response to the bow 
and they are balanced and long lasting.
 A dealer describes the cello strings as: “even, responsive, good 
projection . . . and an easy recommendation over other strings at 
its price point.”
 Available in full sized sets only, Spirit joins other family 
members including Dominant, Vision and Peter Infeld strings 
among others. Dominant remains the market leader for over 
40 years, while Peter Infeld (PI) strings are critically acclaimed 
among more distinguished players. 
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Reviews
String Orchestra
AFTERTHOUGHTS (Gr. 
2, opt. pno). Brian Bal-
mages. FJH, 2013, $55.
This three-movement work 
offers a great opportunity to 
introduce your students to the 
musical styles of  Beethoven, 
Tchaikovsky, and Bartok, with 
one movement representing 
each composer’s compositional 
style. The piece, in D and 
G, includes very-playable 
accidentals that help developing 
string players find their way 
around the fingerboard. 
The first movement, “After 
Beethoven,” has a simple feel 
that offers students the chance 
to explore unwritten phrasing 
opportunities. The slower 
second movement, “After 
Tchaikovsky,” is the most 
challenging, with its Adagio 
tempo and the bow control 
needed for slurs, dynamics, 
and phrasing. The energetic 
final movement, “After 
Bartok,” sounds like a fiddle 
tune, but includes dissonant 
notes to stretch students’ ears. 
This wonderful composition 
serves developing ensembles’ 
interests, and you will enjoy 
the musical variety it provides 
for your string orchestra. D.P.

ALLEGRO FROM SINFONIA 
NO. 6 IN G MINOR (Gr. 4). 
J.C. Bach, arr. Robert Mc-
Cashin. FJH, 2013, $55.
McCashin’s arrangement is a 
great opener for your advanced 
orchestra concerts. In G 
minor, this rhythmic selection 
will challenge ensembles that 
dare to take the indicated 
Allegro spiritoso tempo. First 
violins must perform triple-
stops. However, double-stops 
for the other instruments 
are easily handled through 
divisi. Except when bass is 
written down an octave to 
avoid upper register, cello and 
double bass parts are identical. 
All sections have multiple 
shifting opportunities to avoid 
string crossings and explore 
phrasing. An understanding 

of  bow control, placement, 
and distribution is required to 
produce clear articulations and 
to perform this selection at 
a high level. For an orchestra 
ready for challenge, this is an 
excellent opportunity to push 
students to the next level. D.P.

ARENA OF THE GLADIA-
TORS (Gr. 1.5, pno). arr. 
Joseph Compello. Carl 
Fischer, 2013, $47. 
This arrangement of  Compello’s 
2002 band work of  the same 
name requires precise rhythmic 
playing. In E minor, the lyrical 
middle section has a few slurs 
for seconds, violas, and cellos. 
Firsts play low second finger 
on A and E strings; violas 
have a few low first-finger 
D-sharps. Dynamics range 
from piano to fortissimo; pacing 
them is important. This short 
energetic work works well 
as a concert opener. K.H.

BAGATELLE, OPUS 119, 
NO. 1 (Gr. 3). Ludwig Van 
Beethoven, arr. Carrie Lane 
Gruselle. FJH, 2013, $45.
Bagatelle is a great introduction 
to Beethoven’s music for 
mid-level students. It is in G 
melodic minor, 3/4, and ABA 
form, with a coda at the end. 
Careful attention to detail in 
pitch, bowing, and dynamics is 
essential for the classical style. 
Bowings include staccato double 
up-bows, slurs on off-the-beat 
eighth notes, spiccato, and ties 
across the bar line. This piece 
is also good for practicing 
string crossings in the upper 
half  of  the bow. Cello and bass 
have a short pizzicato section. 
After a ritard, the melody 
returns, fading away to end in 
G major. This great teaching 
piece has a very light quality, 
introducing young students to 
phrasing and musicality. G.P.

CAPRICCIO (Gr. 2, opt. 
pno). Larry Clark. Carl 
Fischer, 2013, $50. 
This lighthearted, whimsical 
selection is a sure hit with 
students and audience alike. 

First violins introduce and 
carry much of  the melody 
throughout, while the rest of  the 
orchestra plays a lilting eighth-
note accompaniment. Eighth 
notes and rests are reinforced 
in all sections. Cellos introduce 
a lyrical slurred melody as the 
work progresses. The piece 
starts and ends in G, with a 
brief  minor middle section 
requiring high third-finger 
C-sharps for seconds and violas. 
All parts are equally interesting 
and important, creating a 
well-balanced work. K.H.

CARNIVAL OF THE ANIMALS 
(I. Royal March of the Lion; 
V. The Elephant; XII. Fos-
sils). (Gr. 3). Camille Saint-
Saëns, arr. Frank Halferty. 
Kendor, 2013, $52.
Complete with all the fun of  
Saint-Saëns’ original work, this 
arrangement features good string 
keys and simplified techniques. 
For example, the chromatic 
“lion roars” are replaced with 
cello and bass tremolo. Add the 
original narrative passages for 
extra charm—sure to delight 
your intermediate strings 
and their audience. L.A.

CATHARSIS (Gr. 3). Amy 
Cann, arr. Bob Phillips. 
Alfred, 2012, $50.
This popular contemporary 
fiddle tune has a compelling 
rhythmic drive. In G minor with 
no accidentals, the developing 
intermediate orchestra can 
reinforce B- and E-flats. Basses 
perform in half  position 
throughout, except one shift to 
third position on the G string; all 
other parts are playable in first 
position. The main challenge 
to upper string students is 
rapid repeated string crossings, 
most successfully performed 
by utilizing left-hand bridges so 
students can focus on the bow 
motion. Unlike most fiddle tunes 
the melody is not limited to 
violins! Cellos and basses have 
the secondary theme midway 
while upper strings play pizzicato 
accompaniment chords. 
Catharsis is very accessible 
for exploring alternative styles 

while maintaining interest 
in all sections. L.K.H.

DANZÓN FROM “FANCY 
FREE” (Gr. 3/4, perc, 
pno). Leonard Bernstein, 
arr. Robert Longfield. Hal 
Leonard, 2012, $50.
Bernstein wrote this danzón, 
based on the official dance of  
Cuba, as the third of  three solo 
dances in his ballet, where sailors 
on leave attempt to charm 
a lady walking past by out-
dancing their peers. Longfield 
cleverly captured the essence 
of  this plot by writing three 
solo parts—viola, first, and 
second violin—that initiate each 
motif  throughout the piece. 
Basses ground the ensemble 
in syncopation. The first violin 
soloist needs to be comfortable 
in the first three positions, while 
the rest of  the section needs 
only first and second. Seconds 
are entirely in first position, 
though second position would 
ease some of  the extensions. 
The viola soloist uses first and 
second position. Celli are entirely 
in first position with many 
extensions, while basses have 
only one third-position D on the 
G string. Celli sometimes join 
basses, and sometimes maintain 
their own syncopated figure. 
Harmonically, the piece hovers 
in mixolydian modes that rise 
step-wise with each new theme. 
The repetitive use of  dominant 
chords in many keys propels the 
listener towards the contrasting 
key of  A-flat in the second 
section. (Basses many want to 
tune down to E-flat to keep the 
line consistent.) This continues 
until the very end where a 
simple G-major triad sounds 
almost shocking. Clearly-marked 
Latin bowing styles include 
legato, louré, martelé, and 
spiccato. Three percussionists 
(woodblock, snare, bass drum, 
and crash cymbals) plus piano 
are crucial for an authentic 
performance experience. 
This excellent introduction to 
Bernstein offers an outstanding 
opportunity for making cross-
curricular connections! L.K.H.
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EXPRESSIONS (Gr. 1, opt. 
pno). Bill Calhoun. Carl 
Fischer, 2013, $40.
Expressions will fit perfectly 
into your beginning orchestra’s 
winter program. Students are 
challenged to use full lyrical bow 
strokes, often holding whole 
notes and tied notes over bar 
lines. Fingerings in G major 
alternate between C-natural 
on A string and F-sharp on 
D string. Students develop 
musicality through wonderfully 
marked dynamics, well-thought-
out independent melodic 
lines for all parts, and chordal 
harmonies. The substance and 
beauty of  the melody will hold 
and capture the hearts of  older 
beginners. This smart addition 
to your library offers sound 
and solid teaching focused on 
musical expression. T.M.

THE HOLLY AND THE IVY (Gr. 
3, opt. perc). arr. Vince Gassi. 
Highland/Etling, 2012, $48.
This traditional English carol, 
once obscure, has been gaining 
in popularity recently—with 
exciting arrangements like this 
one, it’s easy to understand why. 
Gassi puts the melody in 4/4, 
keeping it unique and interesting. 
A slow, lyrical treatment of  the 
melody (in the more traditional 
3/4) is followed by an exciting 
and driving coda that makes this 
a great holiday concert opener. 
First violins use third and fourth 
position; cellos need second 
or third. Syncopated rhythms 
and changing meters, tempos, 
articulations, and dynamics 
add musical challenge. With 
snare, auxiliary percussion, and 
timpani, this wonderful setting 
of  a beautiful holiday favorite 
is sure to please musicians 
and audience alike. R.J.

KITILLEN (Grade 2.5). Shirl 
Jae Atwell. Kjos, 2012, $48.
Count on Atwell to provide 
unique compositions for 
school orchestra! She cleverly 
twists meter and rhythm in 
Kitillen, an adjective from 
Middle English meaning playful 
teasing and unpredictability. 

Metrical patterns are established 
by the mixed meters of  the 
smooth main theme and the 
undulating duple-triple rhythm 
in the secondary material. 
The repetitive melody has 
little dynamic contrast. Basses 
will be kept busy using use 
second, third, and fourth 
positions, another of  Atwell’s 
trademarks. In C, all students 
have the opportunity to 
perform mixed finger patterns. 
This great tool teaches a 
myriad of  skills. L.K.H.

A MAD RUSSIAN’S CHRIST-
MAS (Gr. 3.5, opt. perc). P.I. 
Tchaikovsky, Paul O’Neill, 
& Robert Kinkel, arr. Bob 
Phillips. Alfred, 2012, $58.
The Trans-Siberian Orchestra’s 
(TSO) popular rendition of  
Trepak from The Nutcracker is 
now available for intermediate 
strings! Phillips’ arrangement 
captures the important facets of  
this perennial favorite. The slow, 
mysterious beginning punctuated 
by low strings and optional 
(but recommended) rhythm 
section almost hypnotically 
lulls the audience into a trance 
just before the brisk pace of  
the dance takes over. Hints of  
The Nutcracker Overture and 
Arabian Dance are included, 
just like TSO’s stage show. 
Similar to Trepak, the biggest 
challenge is for violins bowing 
two-sixteenth-eighth-note 
patterns; slow, careful practice 
helps maintain clearly articulated 
rhythm while crossing strings, 
emulating a galloping horse. 
Phillips gave violas and celli the 
famous four-bar melody that 
even advanced performers want 
to review prior to performance; 
this arrangement makes the 
passage more manageable, 
slurring the last two sets of  
sixteenth notes. Bass is doubled 
by electric bass guitar. Tempo 
changes are directly from TSO’s 
interpretation; listen to or watch 
TSO performances to help 
students prepare for the sudden 
shifts in mood and style. The 
included electric violin, electric 
guitar, keyboard, and drum set 
parts will help your students 

achieve the rock sound. Add 
theatrical lighting and you 
just might have the coolest 
concert of  the year! L.K.H.

MINNIE THE MOOCHER 
(Intermediate). Cab Calloway 
& Irving Mills, arr. Ralph Ford. 
Belwin/Alfred, 2012, $58.
This classic tune is a wonderful 
way to introduce students to 
Calloway’s music, and to the joy 
of  singing together. They may 
be pleasantly surprised when 
audience members sing along! 
Ford offers helpful fingerings. 
Swung eighth notes, notated 
as straight eighth notes, give 
students the experience of  
adding stylistic spice to the notes 
on the page. One of  my more 
conservative middle school 
students was uncomfortable 
with this at first, but quickly 
appreciated the fun of  it all, 
provoking lively discussion. D.G.

MOONLIGHT OVER MADRID 
(Gr. 2, opt. pno). Alan Lee 
Silva. Carl Fischer, 2013, $50.
This well-written flowing 
D-major Spanish melody 
offers plenty of  extensions 
for seconds, violas, and celli 
to stretch their understanding 
of  leading tones. The broad, 
cantabile style is juxtaposed with 
staccato interludes. The lyrical 
yet syncopated slurred melodies 
will challenge students to use full 
bows. Seconds, violas, and celli 
have integral countermelodies 
as well as independent rhythmic 
structures—strong leaders in 
every section are necessary. The 
mostly pizzicato bass line is quite 
interesting, with many rhythmic 
variations. The finale becomes 
a haunting echo with a violin 
solo, section sul tasto tremolo, 
followed by the orchestra fading 
away on a fermata. It leaves 
the audience hanging—quite 
an aesthetic moment. T.M.

OMICRON (Gr. 1/2, opt. 
pno). Sean O’Loughlin. 
Carl Fischer, 2013, $40.
The melody of  this wonderful 
piece is catchy. Built on three 

notes, with almost a Native 
American feel, the accents 
on different beats will keep 
musicians on their toes. 
Dynamics and tempo changes 
develop good listening and 
counting skills. Each section 
gets the melody; piano fills 
in the sound. Beginners are 
sure to enjoy this piece! L.A.

SINFONIA NO. 2 IN D MA-
JOR: Movement 1 (Gr. 4.5). 
Felix Mendelssohn, arr. Kirk 
Moss. Belwin, 2013, $57.
Moss provides an excellent 
arrangement of  a Mendelssohn 
string symphony that will keep 
your orchestra engaged and 
working! The music is lively and 
continuously driving, showing 
Mendelssohn’s prodigious 
grasp of  composition at an 
early age. In sonata form, this 
piece requires each section to 
demonstrate solid shifting and 
spiccato skills. Accidentals are 
common and require extensive 
use of  multiple finger patterns, 
extensions, and shifting. Up-bow 
staccato eighth notes on strong 
beats also require collé stroke to 
produce the desired effect. The 
bass part, doubling cellos, will 
surely delight and challenge your 
advanced bass players! Not for 
the faint of  heart or unbalanced 
ensemble, this is a great addition 
to the advanced middle or 
high school library. J.M.

SOUTHLAND IN THE SPRING-
TIME (Gr. 2) Alan Lee Silva. 
Carl Fischer, 2012, $50. 
This lyrical composition, 
evoking the hope of  new 
things to come, is filled with 
beautiful melodies enriched by 
contemporary harmonies and 
driving rhythms. Predominantly 
in G, the entire piece can be 
played in first position. It 
opens with a violin solo playing 
the main theme over driving 
open-string fifths and staccato 
phrases in the orchestra. The 
melody is repeated by first 
violins and is later played by 
cellos accompanied by upper-
string pizzicato. Your orchestra 
will have opportunities to work 
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with staccato and accents, 
hooked bowing, and slurs, all 
within a wide dynamic spectrum 
ranging from piano to forte. 
The piece is sophisticated 
enough to retain the interest 
of  more advanced players, and 
would be an excellent festival 
or spring concert piece for 
middle school orchestras. I.K.

Full Orchestra
A HOLIDAY CELEBRA-
TION (Gr. 1.5). arr. Michael 
Story. Belwin, 2013, $50.
This delightful arrangement, 
perfect for young full or string 
orchestra, is a wonderful 
addition to your winter concert 
program. Story’s medley includes 
“Hark! The Herald Angels Sing” 
and “O Come All Ye Faithful.” 
String parts are doubled in 
winds and brass, giving students 
a chance to listen around the 
ensemble to work on articulation 
and balance between sections. 
Every section has a chance to 
play the melody. With no key 
or tempo changes, the G-major 
key signature challenges wind 
and brass students. String 
parts remain in first position, 
except one shift for basses to 
C on the G string. A wonderful 
piece to introduce students and 
audience to full orchestra! J.H.

LET ME BE YOUR STAR 
(Gr. 3). Scott Wittman & 
Marc Shaiman, arr. Victor 
López, Alfred, 2011, $60.
This original song, featured 
in the TV drama SMASH, is 
scored for full orchestra, but 
can be performed by strings 
alone. Despite one flat in the key 
signature, the first half  really is 
in B-flat, with E-flats marked 
as they occur. A transition at 
m. 71 establishes G as the new 
tonality. Rhythms include many 
triplet quarter-note patterns in 
the melody line, often simplified 
for younger players. Violins and 
violas never leave first position. 
Celli go to E-flat on the A 
string with a forward extension. 
Basses go to second-position 
middle C. Bowings include 
détaché, legato, slurs, and 

accents. The melody remains 
mostly in first violins, with 
seconds occasionally doubling; 
violas and celli play glimpses 
of  the melody together. My 
students really enjoyed playing 
this great arrangement. N.C.

Violin
FIRST FESTIVAL SOLOS FOR 
VIOLIN (Gr. 1-2). Larry Clark 
& Sean O’Loughlin. Carl Fisch-
er, 2013, book/CD $12.99.
I am thrilled with this selection 
of  twenty solos for violin—
seventeen are new to me. 
The included CD has audio 
files of  the solos with piano 
accompaniment, plus PDF files 
to print the piano parts. At first, 
I planned not to use the familiar 
“Scarborough Fair,” “Simple 
Gifts,” nor Chopin’s Prelude 
in E minor, but my first- and 
second-year students continually 
requested these as rewards. 
Keys included are D and G 
major, and D and E minor. All 
solos are in first position with 
few accidentals, tough rhythms, 
or bowing technicalities. I 
changed a few bowings to 
help with natural accents and 
added several fourth-finger 
markings for older beginners. 
Included program notes offer 
valuable teaching extensions. 
I recommend beginning with 
Path to Victory followed by 
Fable to develop confidence 
and strengthen young players’ 
sense of  legato. T.M.

SONATA NO. 1 IN F MAJOR, 
OP. 8 (vn/pno). Edvard Grieg, 
ed. Edvard Grieg Commit-
tee. C. F. Peters, 2011, $20.
This new edition includes 
a preface by Finn Benestad 
detailing the development of  
the three sonatas, which Grieg 
counted among his finest 
compositions. Lively thematic 
and motivic ideas and daring 
harmonies are coupled with 
something new: the introduction 
of  a purely national element 
in Norwegian chamber music. 
Often referred to as the “Spring 
Sonata,” the second movement’s 
Trio imitates a springar, a 

vigorous Norwegian folk dance 
usually played on Hardanger 
fiddle. Benestad’s concluding 
critical commentary includes 
notes about the correction 
of  discrepancies between the 
piano score and the violin part, 
and clarifies dynamic markings 
and accidentals. No editorial 
fingerings are provided. The 
pages are uncluttered and easy 
to read, with conveniently 
laid-out page turns. G.H.

STUDENT CONCERTO IN G 
MINOR, Op. 12 (Gr. 4, vn, 
pno). Friederich Seitz. Bären-
reiter-Verlag, 2013, €11,95.
Bärenreiter’s line of  graded 
material is helpful for matching 
students with methods and 
concert pieces on their level. 
This delightful student concerto 
is beautifully edited and printed. 
The violin part’s pages fold 
out, avoiding awkward page 
turns. It showcases left hand 
techniques such as double stops, 
vibrato, first to fifth positions, 
détaché, legato, spiccato, and 
staccato bowings, and eighth 
and sixteenth notes, triplets, 
and dotted rhythms. This piece 
is sure to inspire students to 
master these techniques while 
delighting audiences! L.A.

Viola
SOLOS FOR THE VIOLA PLAY-
ER. Paul Doktor. G. Schirmer, 
2011, book/CD $24.99.
This re-released anthology of  
sixteen pieces, selected and 
arranged for viola and piano 
by Doktor, is a wonderful 
addition to any viola library. The 
collection includes a variety of  
arrangements from Baroque, 
Classical, and Romantic 
periods, plus several American 
folksongs and spirituals. 
Doktor’s introduction states 
selections were chosen to “bring 
forth the peculiarly expressive 
nature of  the viola as a solo 
instrument,” while avoiding 
“compositions overly well 
known as ‘belonging’ to another 
instrument.” From a technical 
perspective, the repertoire in 
the collection is accessible to 

intermediate students in regards 
to key signatures and range (no 
shifting past third position); it 
also offers students, amateurs, 
and artist/performers suitable 
encores. The book includes a 
high-quality CD recording of  
the piano accompaniments 
in “performance tempo.” 
Each track includes a short 
introduction (not written out 
in the score); the solo part has 
either the piano introduction 
printed in the bottom margin 
or some other indication of  
it, encouraging violists to get 
acquainted with the piano 
part and become more well-
rounded musicians. Bravo! K.B.

Cello
Student ConCerto 
in d Major, op. 22 
cello. Friedrich Seitz, 
ed. Christoph Sass-
mannshaus. Bärenreiter-
Verglag, 2013, €9.95.
This new cello arrangement of  
Seitz’s Concerto, transcribed 
to G, is accessible to 
young students. Often seen in 
the Suzuki series, this version 
is edited to require all finger 
positions in half  and first 
position, double stops, and 
shifting to second position. 
However, for more advanced 
students, teachers could easily 
add more advanced fingering 
options. Détaché and legato 
bowing are necessary to 
perform this piece. Spiccato is 
appropriate for more advanced 
students. Rhythmically, the 
piece presents triplets, dotted 
rhythms, and sixteenth notes. 
As a continuation of  the 
Sassmannshaus method, this 
piece is very likely to be the 
longest piece, and perhaps the 
first concerto of  a student’s 
repertoire, useful for introducing 
concerto, ternary, and rondo 
forms. As expected, Bärenreiter 
layouts facilitate page turns 
in this valuable addition to 
anyone’s teaching library. A.C.F.
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Double Bass
HAVE FUN WITH THE DOUBLE 
BASS, Vols. 1, 2 (db, pno). 
Gerd Reinke. Boosey & 
Hawkes, 2013, each $24.99.
Reinke offers an engaging, 
carefully-considered method for 
young bass players. Designed 
for “children and young people 
from about 10 years old,” 
these volumes offer a position-
based approach to learning the 
instrument, beginning with 
half-position and gradually 
moving further down the 
fingerboard. Book One includes 
instructions for holding the 
bass and bow (focused on 
German bow), as well as basic 
care for the instrument. Both 
volumes include a separate piano 
accompaniment book and a CD 
with piano accompaniments on 
one stereo channel and double 
bass on the other. The layout 
is clear and easy to read and 
the exercises are delightfully 
tuneful. A sense of  fun and 
enjoyment is encouraged by 
cartoon illustrations throughout. 
Instructions are presented in 
both English and German, and 
private teachers will appreciate 
the generous number of  double 
bass duets included in both 
volumes. Reinke doesn’t break 
new ground here—the position-
based system is virtually identical 
to Simandl’s New Method for the 
Double Bass. However, the layout 
will be much more appealing to 
young bassists and the material 
is significantly more melodic 
and less abstract. Many of  the 
tunes are drawn from well-
known pieces in the orchestral 
repertoire including Orpheus in 
the Underworld, Swan Lake, and 
Water Music. Private teachers 
will appreciate the quantity 
and quality of  material in these 
editions. In addition to the 
pull-out piano accompaniments, 
Volume one is fifty-six pages 
in length and Volume two is 
eighty-four pages in length. 
Because Reinke begins using 
the left-hand in half  position, 
bassists start playing melodies 
in B-flat and E-flat, putting 
them on a slightly different 

track than the D- and G-based 
string method books used in 
most American public schools. 
Teachers and students alike 
will enjoy the comprehensive, 
progressive musical selections 
and the engaging presentation 
of  this welcome addition to 
double bass pedagogy. M.E.B.

Books
MAXIMIZING STUDENT PER-
FORMANCE: CONNECTING 
STUDENTS AND TEACHERS TO 
CREATE AN ENSEMBLE. Wen-
dy Barden. Kjos, 2011, $9.95.
Barden believes that high 
performing ensembles are 
socially shaped by the director. 
These exercises and team 
building activities aim to 
develop individual ensemble 
musicians who care about one 
another, leading to inspiring 
performances. This compact 
book contains seventeen 
different student interaction 
activities; each stipulates grade 
level appropriateness, class 
size, recommended materials, 
instructions, required time 
allotment, and potential 
extensions. Many of  the 
activities could facilitate the 
writing across the curriculum 
connection mandated in many 
states. The second section of  the 
book has reproducible activities 
to help teachers learn personal 
information about the ensemble 
members, as well as resources 
for recognizing individual 
student achievement. This is a 
great resource for all programs 
regardless of  genre. It helps 
directors remember that the 
student behind the instrument 
is what is most important in 
music education. L.K.H.

Reviewers
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Chicago and has a Master of Music 
degree in harp performance from 
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Lin He (L.H.) serves as Assistant 
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Submission of  
Products for Review

To submit products for 
review, you must be a String 
Industry Council member in 
good standing. This is one of  
the many benefits of  council 
membership. The types of  
items that can be reviewed are 
books, music, and software. 
We no longer review DVDs.
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of the Baton Rouge Symphony and 
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branches of the Broward County 
Library system, Florida International 
University and Nova Southeastern 
University have utilized his services 
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David Pope (D.P.) serves as direc-
tor of orchestras at Manatee High 
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Studio Teaching Tips

One of my favorite things about being in the teaching profession 
is my colleagues’ willingness to share ideas. There is very little 
of the competitiveness that sometimes exists in commercial and 
industrial fields where secrets of the trade can be guarded closely. 
I have found that most teachers are happy to share strategies 
and discuss ideas about pedagogy, curriculum, repertoire, and 
other issues. In fact, public schools are beginning to require 
collaboration between members of their staff during work hours 
because research suggests that this can lead to improved student 
achievement. In the end, our students can only benefit from this 
openness, which may be what brings us back to workshops and 
conventions year after year. Unfortunately, there appears to be 
little collaboration between school orchestra teachers and studio 
teachers, which I believe to be a big missed opportunity.  

Reaching over the line between school orchestras and 
private studios can be challenging for many reasons. 1) School 
teachers do not often cross paths with studio teachers, which 
can make regular communication difficult. 2) The differences 
in strategy between large group instruction and individual 
instruction (as well as differing pedagogical schools of thought) 
can lead to misunderstandings and disagreements, and 3) teachers 
often worry that others will judge our teaching ability if our 
students have flaws in their playing. Forming good collaborative 
relationships is difficult enough to begin with, but maintaining 
them can be even more difficult when you encounter these 
obstacles. 

As a teacher who has worked in both studio teaching and 
school orchestra teaching, I can sympathize with the challenges 
that both groups face. However, I also have experienced firsthand 
how much we can benefit from each other’s diverse experiences. 
Here are a few examples:

  
Program building. As a private instructor, the best thing I have 
ever done for building up my studio is to work with public school 
teachers. I have frequently offered to do in-class demonstrations, 
master classes or sectionals in exchange for an orchestra director’s 
recommendation to parents. Students are more likely to consider 
taking lessons if they have met a private teacher that they liked, 
and orchestra teachers are more likely to recommend them to 
parents for the same reason. On the flip side, orchestra programs 
can benefit from this, too. Most orchestra directors are happy 
to place interested students with private teachers because their 
improved technique and musicianship will strengthen the 
orchestra.

Common Performance Goals. The potential in this area is 
twofold: events and curriculum. First, events, like auditions or 

contests, can help studio teachers plan repertoire and technical 
goals while simultaneously capitalizing on the student’s 
motivation to prepare for the event. For example, if students are 
expected to play a wide range of scales in an audition for a more 
advanced orchestra, they will be more motivated to learn the 
scales that their private teacher has already been pushing. Solo 
and ensemble contests are another common fixture of orchestra 
programs and can be very good opportunities to practice recital 
repertoire. It is worth noting that the timing of these contests 
ranges from January to May. Communicating in advance about 
the timing will help you make early decisions about whether to 
participate and how to fit preparation into your overall plans for 
the student.
 Secondly, curriculum alignment can be useful. In my studio 
lessons, I often keep in mind that violin students who start 
playing in a fifth grade orchestra program will need to know 
certain rhythm patterns and key signatures by sixth grade, and 
should begin third position around seventh grade. Common 
orchestra repertoire will likely require these things, and I can do 
my students a favor by including them in our lesson material. 
You do not need to change your entire method to accommodate 
the orchestra music, nor should this monopolize your work 
time. However, it is possible to find elements of the orchestra 
curriculum that align with your own goals. This helps provide 
continuity for the students and prevents them from needing as 
much help on orchestra music in the future.   

Addressing Specific Students. Orchestra directors and private 
instructors often see different sides of a student and could benefit 
from the other’s perspective. Some common issues might be:

•	  Orchestra Teacher: I’m considering making Jane a section 
leader, but I’m not sure how she would handle the 
responsibility. What do you think?  

•	  Orchestra Teacher: Tommy’s standing posture is great, but 
he seems less comfortable with his sitting posture. Is this 
something you might have time for in your lessons with 
him?

•	  Private Instructor: I’m curious to know whether Suzie is 
putting our techniques into practice when she plays in 
orchestra. Could you tell me how she’s been doing on her 
playing tests? Note: there might be confidentiality issues with 
this, but students can bring you their scores, or you could get 
parent permission to request the information.

I have had conversations with several orchestra teachers that 
provided me with important (and sometimes surprising) 
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information about how my students are doing. This allowed me 
to quickly correct problems or encourage strengths in a student.
 To be fair, this kind of working relationship may not be 
possible with everyone. We do not all have pedagogical soul 
mates working in a studio nearby. But even a small amount of 
communication can have positive outcomes, so consider some 
possible first steps:  

Orchestra Teachers
1.  If you do not already have one, keep a current list of private 

instructors on file and update it as you hear of new teachers 
in the area. When people ask to be added to your list, 
inquire about their credentials so that you can help parents 
make informed choices.

2.  Each year, invite one or two private instructors to come to 
your school and meet prospective students. Maximize the 
time by using them as a sectional coach so you can see how 
they interact with students.  

3.  If your school has appropriate space, see if any private 
teachers are willing to teach after school lessons on site. 
This encourages student participation and facilitates easier 
communication with the teacher.  

4.  Over time, identify which teachers seem the most open 
to communication and follow up occasionally by phone 
or email if you have any ideas or concerns regarding the 
progress of a particular student.  

Studio Teachers
1.  Construct a calendar of the school year that contains major 

events and concerts of your students (as well as days off 
that might affect your lessons.) Refer to school websites, or 
consult with orchestra directors to get the information you 
need.

2.  Build contacts with colleagues by paying a visit to 
local orchestra teachers or by attending a few concerts. 
Whenever you attend an event, introduce yourself to the 
director hosting the concert and follow up by email with 
complimentary observations about the performance.

3.  Consider doing demonstrations for student groups or be 
present for parent orientation nights at local schools to 
make your presence known to families. (Some orchestra 
teachers might be willing to mention the idea of private 
lessons to parents, and they could meet you on the spot.)

4.  Follow up with orchestra teachers occasionally to request 
input on a student’s progress.

5.  Once you have established some familiarity with other 
teachers, communication will flow more easily. From there, 
the primary task is to maintain a positive tone whenever 
you consult each other. Personality conflicts and turf battles 
can quickly poison the water, so set yourself up for success 
by following a few principles of good collaboration. 

First, communicate tactfully—People are busy, and school 
teachers can get dozens of emails per day. Be patient if it takes 
time for them to respond and be willing to try a second time. 
When conversing, choose your words carefully, giving the person 
space and deference. (i.e. “Would it be possible to…?” or “is 
____ something you might have time for?” or “what do you think 
about… ?”) Offer to hear their opinion before giving yours.

Second, practice withholding judgment. Admit it. You have 
caught yourself wondering what on earth a teacher is doing when 
their student— “plays like that!” Johnny has a serious rushing 
problem. Hasn’t that teacher ever heard of a metronome? Well, 
it turns out that she has, but Johnny’s parents keep forgetting to 
buy one. Plus, she has had bigger fish to fry, like Johnny’s abysmal 
ear for intonation. Sometimes teachers develop a good or bad 
reputation because of their students, which is unavoidable. But, 
be careful about making assumptions or passing judgment. We 
all have had students who do not practice or who are deaf to our 
instructions. Practice withholding judgment.  

Third, avoid getting defensive. If a colleague notices a weakness 
in the technique of one of your students, keep your emotions in 
check and hear them out. All students have flaws, and it does not 
imply that you are teaching poorly. Keeping your ears open about 
what other teachers notice can help you identify holes in your 
strategy, and bring balance to your teaching.

Fourth, be open-minded about different schools of thought. 
The fact that you have different teaching styles or disagreements 
does not mean that you cannot benefit from each other’s ideas. 
For example, I do not consider myself a Suzuki teacher, but I have 
found that many Suzuki strategies are useful, and I can use them 
without employing the entire Suzuki paradigm.  

Lastly, always give your colleague the final say. No one wants 
to be told how to run their studio or orchestra. You might have 
a spirited debate, but always respect the final choice of your 
colleague.  

These ideas have served me well in collaborating with other 
teachers. The fact that we work primarily in a performance-based 
field can lead to competitiveness, but I urge you to live larger. 
Our colleagues hold a wealth of information and experience, and 
we are more likely to find solutions if we have a diverse group of 
colleagues. While this is not a fool proof plan, I hope that some 
of these strategies will help you build relationships that aid your 
teaching and your students.

Originally published in MNSOTA's String Notes - Fall 2012 
(vol. 15, No. 1.)
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K-12 Teaching Tips

One of the most important parts of a rehearsal with your student 
ensemble is the warm-up. Unfortunately, due to time constraints 
or a lack of quality materials, this important piece of the rehearsal 
process is often overlooked or neglected. While our allotted time 
for rehearsal can vary greatly depending on our building schedule 
and grade levels (I’ve heard of anything from an hour or two a 
week to 90-minutes daily), devoting an appropriate amount of 
time to a comprehensive, well-balanced warm-up is a must. This 
article addresses different components of the orchestral warm-up 
and their benefits to your ensemble. Before we delve into said 
components, however, let me briefly explain a bit more as to why  
 I feel the warm-up is such an integral part of developing a 
quality sound in young musicians.
 The warm-up is a great opportunity to loosen up your 
student’s muscles, focus their brains and ears, and develop the 
technical skills that will aid them in their orchestral playing.
 Our students don’t generally have the same need for stretching 
or experience the same type of pain that we “old” folks do, but it is 
important that students prepare their bodies for muscle and joint 
stress. Listening across the ensemble for balance, blend, and articu-
lation is something that we strive for with our students. I feel that 
one of the best places to address this is during the group warm-up. 
There is no doubt that students need to study technical materials 
like scales and arpeggios to make great strides in their playing. Most 
of us would probably agree that when students do practice, not very 
many put much of an emphasis on those technical studies.
 I’d love to be able to say that all of our students would be 
physically and mentally prepared for rehearsal the second they sit 
in their chairs, but we all know that, being the social animals that 
they are, much of the time allotted between classes is a chance for 
the students to catch up with friends (not worry about stretching 
or playing through their scales). We as educators need to facilitate 
this at the start of rehearsal.

Scales and Arpeggios
The benefits of studying scales and arpeggios are probably too 
great to mention. I firmly believe that the most effective way 
to get your orchestra to play in tune is to spend ample time 
developing these important technical skills. The beauty of this 
warm-up option is that it easily can be tempered to fit the ability 
and experience level of your ensemble. Whether it’s beginners 
playing a pizzicato D Major scale or your advanced high school 
students playing three octave melodic minors, the journey of scale 
playing is never really over. (I would wager that most professionals 
still spend a good amount of time practicing scales!)

Finger Patterns
String players are able to develop numerous finger patterns that 
work well across different strings. This pattern recognition can 

come in handy when sight-reading and figuring out efficient 
fingerings for orchestral parts. These small patterns are typically 
three or four notes ascending and then descending and played 
four times. Here’s an example:

(Open) D – E – F# – E – D
(Open) D – E – F – E – D
(Open) D – Ev – F – Ev – D

Come up with your own patterns on all four strings or check out 
various method books for similar exercises. An added bonus: these ex-
ercises are great for finger dexterity and building muscles in the hands 
and forearms (especially helpful for younger low string players).

Chorales
Perhaps the best warm-up activity for improving listening and mu-
sicality, chorales also are another great tool for improving ensemble 
intonation. My older students will typically play chorales in keys 
with four and five sharps and flats, while my younger students will 
typically play in varying keys up to three sharps and flats.
 Chorales generally have a great amount of flexibility and 
allow you to work on very specific skills. For example, you can 
do the chorales completely without a conductor so the students 
are completely engaged in listening and communicating with 
breathing, movement, and facial cues. Conversely, you can 
conduct the chorales and have the students respond to fine 
details in tempo flux, articulation, and dynamics through your 
conducting gestures (this can be a great warm-up for you, the 
conductor, as well).
 I’ve collected a number of different chorales from various 
sources and arranged each in multiple keys (all done on Finale 
notation software). Most of the chorales are hymn tunes by Bach, 
Luther, Palestrina, etc.
 If I were to pick an “essential” part of my warm-ups with my 
orchestras, chorales would probably be it. In addition to giving 
the students practice exploring multiple key signatures, they 
also have more of a positive impact on musicality and musical 
communication than anything else I’ve ever used.

Bowing Studies
One of the biggest challenges I’ve found as a string educator is 
getting students to articulate in a uniform and correct manner. 
There’s a lot at play here; students need to know the type of 
articulation that is expected from the style period or conductor’s 
preference and also be able to execute it physically. Throw in 
students needing to know the correct terminology (sometimes 
in multiple languages) for bowings and you’ve got a challenging 
situation on your hands.
 I attack the bowing issue in two main ways during the warm-
up. First, I often include various bow strokes as part of a scale 
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warm-up. I’ll have the students play through the scale in slow 
quarter notes and then have them play it again while executing a 
specific bow stroke (it could be as simple as off string eighth notes 
or as difficult as a ricochet bowing). Secondly, I am a big fan of 
James Kjelland’s method Orchestral Bowing: Style and Function 
(Alfred Publications). This book goes through pretty much 
every bowing style students will encounter through well-known 
orchestral excerpts. Not only do the students get a workout with 
the bow, they also are exposed to excerpts of some great literature!

Other Ideas
Pitch matching
This is another great option to improve ensemble listening skills 
and ear training. I’ll have the students start by playing any note 
they choose with the goal of coming to a consensus (matching 
pitch) in as short of an amount of time as possible. Younger 
students in particular will often enjoy setting a new best time or 
having a competition with another one of your ensembles. In 
addition to matching one pitch, I’ll also have the students form 
major or minor triads as fast as possible.

Singing
While this may elicit a few blank stares from students 
(Singing . . . in orchestra?), I believe that there is great value in 
instrumentalists spending some time vocalizing music. During the 
warm-up, I’ll have my students occasionally sing our chorales. I’ll 
also have the students try to sing their starting notes of chorales 
or other music given the tonic note in the key signature. Aside 
from a change of pace and a chance to get some of your students 

out of their comfort zones, this work can yield great results in ear 
training and pitch recognition.

Rhythm reading
A few years back, our music department at Roseville Area High 
School developed a rhythm curriculum with the ultimate aim of 
producing better sight-readers and more competent performers. 
The curriculum, which is made up of a number of sequentially 
difficult worksheets, includes practice identifying examples, as 
well as doing rhythmic dictation. Consider including something 
like this in your warm-up as it will sharpen your students’ musical 
skills and engage their brains for the upcoming rehearsal.

Published with permission from MNSOTA’s String Notes –Fall 
2013 (Vol. 16, No. 1).
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