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Sight-Reading	Success	for	the	String	Orchestra
There is no such thing as luck when it comes to successfully sight-reading music. Any 
ensemble can be prepared to execute accurate notes and rhythms, produce quality 
tone and pitch, demonstrate phrasing and dynamics, and ultimately deliver a polished 
performance with appropriate style and interpretation with only six or seven minutes 
of preparation.

by Teresa Maclin

Improving	Intonation	with	Tambura	Drones:		
Hearing	While	Playing	

A crucial yet elusive aspect of playing a string instrument is the ability to play in 
tune. Music students possess a deep-seated recognition of the correct pitches of the 
notes of major and minor scales, a sensitivity gained by being surrounded with western 
tonal music from birth. It is an interesting phenomenon that many music students can 
easily recognize when others play out of tune, yet have difficulty recognizing their own 
inaccuracies.

by Paul Erhard

Exploring	Pre-Bowing	Exercises:	The	Search	for	a	
Definition	and	its	Application

One of the most challenging aspects of teaching beginner-level strings is determining 
how to introduce students to the bow. If presented too early, students struggle to 
maintain correct body position, left-hand position and bow-hand shape simultaneously.

by Jacob Dakon

Bass	Forum	
The	“Block”	Approach:	Expanded	Arpeggios	for	
Jazz	Improvisation

In a previous Bass Forum for ASTA, I presented a system for creating logical fingerings 
for triadic arpeggios. The concept was that simple three- or four-note “blocks” could be 
stacked to create two octave triadic major and minor arpeggios. In this article I expand 
on this system, demonstrating how the same simple shapes can be stacked in different 
ways to create 7th, 9th, 11th and 13th arpeggios.

by Craig Butterfield

Achieving	an	Artistic	Violin	Vibrato:	Applications	
of	Research	to	the	Classroom

Vibrato is an essential musical element in string instrument playing that enhances and 
facilitates expressive performance. However, the acquisition of a beautiful vibrato 
remains one of the most difficult skills for a young string player to obtain and for 
instructors to teach. There are many reasons that vibrato is a difficult skill to master.

by Rebecca B. MacLeod
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Inspirations by Donna Sizemore Hale
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American String Teacher

Editor • Mary Jane Dye
Critical	Articles	Editor	• Mary Wagner

Reviews	Editor	• Marg Schmidt
Design	and	Layout	• Sky Henderson

Advertising	Representative • Steve Wafalosky

• 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.

Within the association world, much has been written about the decline 
in both membership and involvement in professional associations. With 
information available in the blink of an eye, many people feel they no 
longer need the collegiality of associations. They say they are too busy 
and can get what they need for professional growth in other ways. This is 
especially true for the younger generation who would rather email than 
call and rather text than visit.
 This is a trend we all should work hard to reverse and a dangerous 
myth that threatens the future of every profession, especially the arts. 
Some of you may already be thinking that “threat” is an awfully powerful 
word for this situation. Surely a teacher can go to their class or studio 
each day and adequately help players become great musicians without 
ever attending a conference, reading a professional journal, or being 
involved in a committee. After all, the Internet is the ultimate resource. 
The key here lies in how much any professional wants to strive to be 
better, contribute to their profession, and make a difference.
 To achieve excellence. To make your chosen profession more vibrant 
and stronger. To make a difference by protecting music and the arts for 
future generations. These goals only can be achieved by being part of 
something larger than yourself. That's what association membership 
offers. It's something we all need from the moment we choose our life's 
work literally, until we leave this world. John Donne said it well: "No 
man is an island, entire of itself; every man is a piece of the continent, a 
part of the main." What we do together as colleagues is what makes our 
work more far reaching. Anyone of us who chooses to not share the best 
of themselves changes the whole dynamic. As Donne said: "Because I am 
involved in mankind, and therefore never send to know for whom the 
bells toll; it tolls for thee."
 When we all come together at an event, like the national conference, 
something magical happens. The best energy, creativity, and ideas of each 
of us come together to create the perfect storm. The storm can manifest 
itself in countless ways. Perhaps, this coming together gives you or one 
of your colleagues a renewed passion for string education. Or maybe, 
a marvelous idea comes forth for a new publication. That is how the 
ASTA String Curriculum was born—the inspired thinking of a group of 
amazing teachers. 

Make a Difference–Join ASTA

Executive Director
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from the president
ASTA Moves Forward

phillipsfiddlers@aol.com

Over the last 18 months, the ASTA National Board has been going through a period of re-evaluation and 
analysis of association programs and member benefits. It began with a task force composed of former presidents 
and was followed by a strategic task force. The information that was generated with the help of a consultant has 
guided us in the creation of a new strategic plan that was unveiled last year in Providence. Since the convention 
the Board has set priorities and target dates for each goal. Donna Hale, executive director, in conjunction with 
the Board, also spent a great deal of time rethinking our committee structures and alignment. The process of 
appointing new committees and task forces has begun. It should be complete by the Louisville conference and 
will be presented at the Town Hall/Annual Meeting. The purpose of the committees is to support the ASTA 
mission and goals as put forth in the strategic plan. Each committee or task force will be given very specific 
goals and tasks to accomplish during their two-year appointments. The Board and committees will be creating 
evaluation procedures to measure our success. This ongoing process will help us stay on track as an organization 
and give greater focus to our efforts in the future. 
 Throughout the strategic planning process it became clear to the Board that certain programs needed a 
greater emphasis, while others did not. Here is an overview of just a few of these.
 ASTA will be spending the next few years in a major push to work with state chapters on developing their 
activities and services to increase membership. Many new partnerships have already come to fruition during the 
last year. It is our hope to provide additional resources for state chapter development. 
 The National Solo Competition was re-energized last year with our online video evaluation process and a 
great final competition program in New York City. The competition was chaired by Brenda Brenner and Scott 
Laird and with help from Kirk Moss, past president. Our new chair, Jeffery Solow, has worked extremely hard 
on revising the rules, repertoire, and process. We are very excited that the Solo Competition will become an 
annual event as of the 2015 Salt Lake City convention. The overall winners of each instrument will come to the 
convention and compete for the grand prize in a Friday night concert. The judges will decide the winner but the 
audience also will be asked to vote for the audience favorite. It should be a really exciting, interactive event for 
ASTA members..
 The ASTACAP certification program will be expanded over the next few years. Our new committee will be 
tasked with creating great support materials, reviewing repertoire, and creating new resources for the ASTACAP 
program, building on the excellent work done by the current committee. We hope to greatly enhance the 
visibility, participation, and success of ASTACAP. 
 A new Full Orchestra Task Force is being created to encourage and promote the inclusion of full orchestras 
in public schools and universities. They will be tasked with developing a plan that will help further the roll of 
full orchestras as part of ASTA’s historic mission. ASTA will no longer be organizing the National High School 
Honors Orchestra after 2014. We will be announcing new partnerships that will help achieve the goal of the 
honors orchestra while strengthening the association. 
 The National Orchestra Festival will be adding a new track in Salt Lake City that allows traditional 
orchestras to compete by performing in a variety of genres, including fiddling, jazz, rock, movies, Broadway, and 
more. Nontraditional groups and guitar ensembles also may participate. This new national eclectic styles track 
will allow many more groups to participate in the festival in a whole new way.
 ASTA currently publishes the String Research Journal and will be working with researchers to suggest possible 
areas of inquiry that could be helpful to string teaching and learning. 
 These are just a few of the initiatives we are working on. The rest can be found in the strategic plan, which 
will be posted online soon. Please join us at the Town Hall/Annual Meeting to learn more. My term as president 
comes to a close in May, and Steve Benham will be carrying the plan into the future. I look forward to his 
outstanding leadership as ASTA moves forward.
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Association News
Let the Bidding Begin at the 
2014 ASTA Silent Auction! 

Last year, ASTA’s signature fundraising 
event at the national conference drew 
hundreds of bidders and raised more than 
$8,000 for community outreach efforts. 
This year, our goal is $10,000! You can 
help ASTA by attending the conference, 
perusing the silent auction, and bidding on 
extraordinary product donated by our very 
generous ASTA council and members. 
 The auction, to be located in the 

Exhibit Hall alongside vendors, always creates excitement and a 
bit of competitive spirit when strategizing a bid on an item. It 
begins on Thursday, March 6 and ends on Friday, March 7 before 
the hall closes. 
 ASTA thanks the generosity of the following individuals and 
companies for their donations. For a description of items, please 
see the ASTA website.

(This list only includes items that were donated as of January 22.)
Alfred Music Publishing
ARCOS Brasil
Backyard Music
Bärenreiter
banjoteacher.com 
Baroque Violin Shop
Carl Fischer Music
Colorado ASTA
Connolly Music
Eastman Strings
Electric Violin Shop
G. Edward Lutherie
Gibson Guitars
Hyatt
Kréddle
Kun Shoulder Rest
Mark O'Connor
Marriott International
Meisel Accessories LLC
Michigan ASTA
Missouri ASTA

Mona Lisa Sound
Rees Harps
Regina Carter
Rosemary Glass
Saga Music
Salt Lake Conv. Bureau
SHAR Music
Sofia Violins/Consort Int'l 
Soundwaves
Strad
Strings Magazine
Texas ASTA
The Violin Case, LLC
Things4Strings
Turner Violins
Twofold Media
VA ASTA
Waldbrook Artisans
Wood Violins
Yamaha Corporation of         

America

Congratulations to the George 
Bornoff Memorial Scholarship 
Winners
The George Bornoff Memorial Scholarship, sponsored by the 
Foundation for the Advancement of String Education (FASE) in 
conjunction with ASTA, congratulates this year’s winners of $800 
each to attend the 2014 ASTA National Conference in Louisville, 
Kentucky: 

Kelsey Nussbaum, Austin, Texas
Aaron Fried, Boston, Massachusetts 
Matthew Nix, Royal Oak, Michigan

 Awardees will be recognized by Bob Phillips, ASTA 
president, at the Opening Ceremony on Thursday, March 6. A 
special thanks to Janet Farrar Royce, committee chair, for her 
work in evaluating applications and successfully promoting this 
scholarship. 

Potter’s Violin Instrument Award 
Winners for Students in Need
Three outstanding young musicians have been awarded 
instruments by Dalton Potter, owner of The Potter Violin 
Company in Bethesda, Maryland, for the October 2013 round of 
the instrument awards. The winners selected all benefitted from 
the recommendations of their ASTA member teachers.
 Our most recent award winners include:

•	 Daniel Cerna, violin, age 13, Loma Linda, California 
Nominated by ASTA member April Losey, Daniel and his two 
siblings are homeschooled by their mom. In addition to the 
violin, Daniel plays the piano and enjoys writing music. He is 
in his sixth year of lessons from Losey and has impressed her as 
“an extremely caring, thoughtful, responsible and emotionally 
mature student.” Daniel hopes to someday play in a “nice 
professional orchestra,” and also “conduct and write music.” 
We wish him all the best, and hope that this violin will help 
him on the path to reaching his goals!

•	 Dylon Thomas Prugar, cello, age 14, Wrightsville, 
Pennsylvania
An eighth grader at Eastern York Middle School, Dylon was 
recommended for this honor by his school orchestra director, 
ASTA member Rebecca Duane. She describes Dylon as a 
“jovial, laid back and intelligent young man,” with a “true 
passion for music.” He has played the cello for five years, and 
also plays the guitar and electric bass, including performing 
guitar solos at his school’s talent show. Duane adds that 
Dylon has never had a private teacher, yet “progresses at the 
same speed (if not faster) than my students who do study 
privately.” Congratulations Dylon, and we hope this cello 
will have a big impact in your musical life!  

•	 Emily G. Waldman, violin, age 16, Aurora, Colorado
Grandview High School orchestra director and ASTA 
member, Alison Reifschneider, recommended Emily 
as a “tremendously gifted and talented violinist.” As a 
sophomore, Emily is active in her school and community 
music programs—performing with her school’s Symphonic 
Orchestra, Chamber Orchestra, and Pit Orchestra, as well 
as the Denver Young Artists Orchestra. She has played the 
violin since age three, and hopes to study at a college with a 
strong music program, such as “Oberlin, Indiana University, 
or Juilliard.” We’re excited to learn about the difference this 
new violin will make in Emily’s future!

Congratulations to these very deserving winners, and thanks 
as always to Potter’s Violins for their generosity in supporting 
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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 April 1, 2014. Please 
see the ASTA website for more information.

Kudos to Julie Lyonn 
Lieberman!

The winner in our Kudos 
member recognition 
program for this issue is 
Julie Lyonn Lieberman. In 
the late 1970s, Lyonn 
Lieberman set out to 
revolutionize string 
education and awareness 
through teacher training 

and school residencies across the United States, Canada and 
Europe. Her goal to foster an inclusive approach to string 
education has included authoring seven books, six DVDs, two 
National Public Radio series, and 16 string orchestra scores 
published by Kendor and Alfred.
 In 2003, she used the term “eclectic styles” to convey 
the concept that the rich imagination for the world should 
be available to all string players, including each style’s unique 
approach to creativity, as well as melodic, harmonic, and 
rhythmic patterns. A summer program featuring these ideas, 
co-developed with incoming ASTA President Stephen Benham, is 
now in its 11th season.
 While best known for her work in the eclectic styles and alter-
native styles realms for ASTA, her life took an unexpected turn on 
December 14, 2012. As a resident of Newtown, Connecticut, she 
lived through the impact of the senseless murder of 20 children 
and six educators at their local elementary school. As a response to 
this tragic event, she created six projects as a tribute to the families 
and first responders. Taken together, they focus on creating a 
culture of kindness. The six projects include the Newtown Peace 
Park website; a Violin of Peace award project, the Newtown Peace 
Park Handbook (with contributions by internationally-known 

authors and 
peacemakers); a 
free download-
able video filled 
with inspira-
tional quotes; a 
multi-level string 
orchestra score 
titled Newtown 
Peace Anthem, 
dedicated to 
Newtown’s fallen 
angels and pub-
lished by Alfred 

Music, and a series of memorial concerts, Strings for Newtown, 
that took place in over 25 states nationwide throughout December 
2013, each produced by a member of ASTA.
 The local concert at the Newtown Congregational Church, 

The rich network of 
kindred spirits I’ve had 
the opportunity to meet 

and work with through ASTA has 
enriched my life immeasurably. 
I’m forever grateful to this vital 
organization, its bountiful 
resources, and its big collective 
heart. - Julie Lyonn Lieberman, Artist 
Director, Strings Without Boundaries

December 1, 2013, featured Mark O’Connor, Jay Ungar, 
Molly Mason, Bruce Molsky, Donna Hebert, Laraaji Venus, 
the Norwalk Youth Symphony under the direction of Richard 
Brooks, and Julie Lyonn Lieberman.
 Kudos and thanks to you Julie Lyonn Lieberman, for your 
many years of leadership in ASTA, and for sharing your talents in 
creating uplifting and healing programs to remember such a tragic 
day in your community! 
 We need your nominations for upcoming Kudos awards! Take a 
few minutes to tell us about an outstanding ASTA member who’s mak-
ing a difference, or even nominate yourself. Send nominations to Deb 
Bissen, foundation and advocacy coordinator, at deb@astaweb.com.

CodaBow for America Awards
Every year, CodaBow International, Ltd., 
donates approximately $5,000 worth of 
full-size CodaBow bows to deserving 
schools and studios. Violin, viola, and 
cello bows are awarded. Applications are 

accepted from ASTA members on behalf of schools or studios that 
outline the particular worthiness, promise, and need of their 
program. Please visit www.astaweb.com for more information on 
the award or to download an application. The next postmark 
deadline for this outreach program is March 31, 2014.

Grab Your Derby Hat for the 
Grand Opening of the Exhibit 
Hall!
If you’re a fan of fun with a mix of business, friends, colleagues, 
and music, then the ASTA National Conference in Louisville is 
the place for you! There is still time to register.
 Begin your conference experience at the Grand Opening of 
the popular exhibit hall. This event brings the ASTA community 
together in celebration of the music industry.  And, what better way 
to make it memorable than by donning a fancy or fanciful derby 
hat? Peruse the aisles to view string merchandise and hear about 
special programs and services of nearly 100 vendors! Then, stroll by 
the Silent Auction to determine what items you want to bid on . . . 
maybe it’s a violin or the interesting bowed psaltery. All items have 
been graciously donated to benefit ASTA outreach programs.
 Opening music features the Belmont Jazz String Quartet 
under the direction of Tracy Silverman.You will also find 
conference information in this issue of the journal on page 65.
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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 October 1, 
2013 and December 31, 2013. Welcome to ASTA!

Individual 
Members

Immanuel Abraham, MI
Philip Alejo, AZ
Esme Allen-Creighton, 

PA
Candice Amato, MD
Leah Anderson, OH
Berrac Appolis, NC
Jennifer Archuleta, TX
Jeremy Arndt, NY
Kelly Aus, TN
Kenneth Baird, OK
Elizabeth Baldassarre, 

PA
Margaret Baldridge, 

MT
April Beard, NY
Sara Bechtel, OH
Abraham Becker, CA
Broderick Behrmann, UT
Lauren Benish, MN
James Berezney, NY
Stefanie Bilidas, VA
Aaron Blackham, PA
Sandra Bohn, Canada
Evealise Boughton, NY
Samuel Breitenbach, IL
Nicholas Brown, MO
Christohper Bryan, TX
Kriszti Bunica, WA
Clay Burgess, KY
Graciela Burroughs, WI
Rachel Burtman, WI
Megan Buschkopf, WI
Lisa Bushman, VA
Kimberly Busic, IN
Jordan Cain, IN
William Callaway, WI
Karen Campbell, IL
Amanda Capener, UT
Alexandra Caplis-Tuttle, 

TX
Alexandra Carella, MD
Barbara Carlsen, NY
Emma Carpenter, CO
Landon Case, KY
Joyce Chan, OH
Danielle Charboneau, 

CA
Xue Chen, CA
Kara Cheng, IN
Aimee Cho, TX
Jung Yoon Choi, NV
Kyung Eun Choi, CA
Donald Clausen, NE
Patricia Cleaton, GA
Gregory Clough, IL
JoAnna Cochenet, NE
Hailey Concepcion, MN
Michele Contreras, OK
Sara Cooper, TX

Emmanuel Coraza, TX
Jessica Cox, OH
Joshua Cox, TX
Jennifer Crim, CO
Sarah Cundy, RI
Melinda Daetsch, CT
Rebecca Darnall, WA
Kelsey Davidson, KY
Mark Davila, CA
Francisco De Galvez, UT
Diane Delin, IL
Mark Dillon, NC
Rebecca Dodd, NY
Jacob Donnermeyer, KY
Sarah Joy Dorian, KS
Emily Doveala, NY
Lisa Doyle, CA
Sarah DuBois, PA
Henry Duitman, MI
Curt Ebersole, NY
Amanda Ellis, CT
Erin Ellis, NY
Mary Jane Endicott, IL
Michael Erwin, MI
Idalia Espino, TX
Madelyn Fiene, IL
Sarah Finn-Sommerfeld, 

MN
James Fiste, MI
Kristi Fowler, FL
Rose Francis, FL
Nora Fredstrom, IL
Polly Freshwater, MO
John Fretwell, NC
Aaron Fried, MA
Zachary Fung, PA
Mauricio Garcia, TX
Ernesto R. Garcia, TX
Xavier Garcia, TX
Caitlyn Garner, NC
Rachael Gasser, OH
Courtney Gildersleeve, 

WI
Jarrell Gilkey, KY
Kimberly Gindler, MO
Taylor Giorgio, WV
Hilary Glen, NY
Javier Godinez, MD
Tyler Goldman, OR
Lori Gooding, KY
Robert Goodlett, IN
Debra J Graham, IN
Lillian Green, MD
Sapphire Greene, NY
Maggie Greenwood, 

CO
Emily Greetham, IN
Nicole Gregulak, FL
Angela Grimmer, IL
Ellen Grimsley, VA
Nicola Gruen, CA
Mary Kay Hall, SC
Jennifer Harding, IL
Jon Harris-Clippenger, 

OR

John Hermanson, CO
Jennifer Herrera-Mullar, 

MD
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Associate—$25 to $99
Friend—Up to $25
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There is no such thing as luck when it comes to successfully sight-reading music. Any ensemble can be prepared to execute accurate 
notes and rhythms, produce quality tone and pitch, demonstrate phrasing and dynamics, and ultimately deliver a polished performance 
with appropriate style and interpretation with only six or seven minutes of preparation. This can be done successfully when the teacher 
has systematically prepared the ensemble with the skills to sight-read in the same calculated manner the group has been effectively 
prepared for their stage performance. By carefully planning early in the year and incorporating a few techniques into their teaching on 
a daily basis, every teacher can confidently prepare their ensemble for annual adjudication at their state music performance assessment 
event. And there will be no need for luck.
 I have had the privilege of serving several times as a sight-reading judge and once as a stage adjudicator. To satisfy my professional 
curiosity over the years, I also have observed numerous ensembles in the band sight-reading room. During my 13 years of personal 
sight-reading experience as a middle and high school orchestra director, I experienced both success and disappointment. While I don’t 
claim to know it all, I feel like I have some good ideas of which sight-reading tools are most effective for string orchestras. Suggestions 
in this article combine well-researched, tried-and-true techniques along with best practices that I’ve observed in successful, experienced 
colleagues during their sight-reading assessment.
 Essential components for preparing an ensemble for successful sight-reading are:

1. Sing daily with your ensemble (Howard, 1996);
2. Count rhythms daily—choose and consistently use a counting method (Richardson, 2008);
3. Demonstrate how to “silent/shadow bow” while fingering. Provide opportunities for your students to practice this daily;
4. Prepare sight-reading folders that you can use to practice the “official” assessment sight-reading routine throughout the school 

year. I know some directors who “practice” sight-reading at a public concert prior to their state assessment;
5. Create, teach and execute a sight reading plan and routine (Newton, 2004);
6. Know the rules (of your governing state music organization or festival);
7. Build a solid relationship with your ensemble; and
8. Empower your students to help one another, and trust them to ask good questions.

 Much of what occurs in the sight-reading room is a direct reflection of the environment of your daily rehearsal. It is unreasonable 
to expect students to perform or behave differently in the sight-reading room than they do every day in your classroom. This is why it is 
critical to instill suitable musical habits beginning on the first day of class. There are three essential techniques a student musician must 
have engrained in them by their teacher: singing, counting and practicing. These methods will become deep-rooted in the student only 

Sight-Reading

for the String Orchestra

Success
by Teresa Maclin
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if they are demonstrated and encouraged by their teacher daily. 
By creating daily procedures in your classroom where students 
are expected to sing, count and practice with you, the time in 
the sight-reading room will become a natural extension of what 
you do every day in class. Consequently, the ensemble’s stage 
performances will greatly benefit throughout the year as well.

Sing every day. It is a simple thing to preach, but as 
many instrumental music teachers know, their students 

are shy about their singing voices. This is why they play an 
instrument in your ensemble, as opposed to singing in the chorus. 
Many of your students will need abundant daily encouragement. 
Try getting middle and high school kids to sing daily during 
the tuning process that occurs in the first 5-10 minutes of 
class. This process may be taught and completed in less than a 
week’s time for an eager, experienced and willing ensemble, or it 
may take months to teach if the group is shy, inexperienced or 
stubborn. Play a sustained A440 and invite the class to hum or 
sing the pitch. (Give the students options until you have them 
all doing what you want them to do.) The students will tune 
their instruments as they hum or sing the tuning pitch. Sing 
down to the next string, D, using numbers: 5-4-3-2-1; solfeggio: 
sol, fa, mi, re, do; or “la,” depending on your preference or the 
experience of the group. You can either give them pitch guidance 
down to the D, or allow them to sing against the A440 so they 
are hearing, singing and tuning the perfect fifth. Continue the 
process of singing and tuning until all 5 pitches in the string 
orchestra have been tuned, adjusting octaves where necessary 
(usually jumping up one octave when reaching G to C for viola/
cello and then singing up to E (1-2-3 or do-re-mi) for bass/
violin tuning. Assuredly, this takes time to teach. But once the 
procedure is learned, it becomes a 5-minute established routine 
that not only results in a tuned orchestra, but also will, over time, 
collectively develop the student’s ears. It instills confidence in 
their singing voice so that six months later in the sight-reading 
room, being asked to sing aloud will be of no consequence. As 
students begin to gain confidence in their singing voices, and you 
expect them to sing daily while counting rhythms and learning 
new music, they mature as musicians and instrumentalists and 
become better equipped to sight-read anything on their music 
stand.

Count every day. Young musicians must have a 
system by which they read rhythms. There are several 

counting methods out there from which to choose and most 
teachers choose to teach the one that they themselves learned. I 
somewhat blend the basic and Kodaly methods, using numbers 
in order to reinforce the beat and/or meter while dropping 
syllables on sustained notes to accurately represent duration 
(Richardson, 2008). While this method may not be the best for 
teaching subdivision, it follows the advice I give my students 
to “say what you play” when it comes to sight-reading. Other 
systems are preferred and successfully taught by other teachers 
for a variety of reasons, but, most importantly, students must 
have the opportunity to demonstrate that they can verbally 
count rhythms every day in class and the system they employ 
must be consistently reinforced by their teacher. I ask students 
to refrain from clapping while counting for several reasons. In a 
string orchestra class, clapping requires using the two hands that 

are holding a fragile instrument. Safely setting an instrument 
down to clap a rhythm takes time, becomes a distraction, and 
requires coordination and physical space. I prefer students 
remain in playing position, speak or sing the rhythm aloud 
and then immediately apply it to their instrument arco or 
pizzicato, as appropriate. Perhaps driven by convenience to a 
fault, I have found that vocalizing the rhythm is as effective as 
clapping the rhythm and it is just as easy to determine mastery 
regardless of whether the student is clapping or vocalizing. And 
if the ultimate goal is to have students sing their parts, then 
vocalizing rhythms keeps them on the same path to meeting 
that goal. For younger students, rhythm training is easily done 
by following the curriculum of any method book the teacher 
chooses. Count/sing everything before attempting to play it. 
For a more advanced group whose curriculum consists of mostly 
orchestral literature, the teacher must plan warm-ups based on 
the current repertoire and/or be vigilant about using a rhythm 
or other method book that is suited to the level of the ensemble 
so the entire ensemble benefits from rhythm training. It is unfair 
for one section to sit idle and miss out on critical rhythm lessons 
just because a particular rhythm does not appear in their part. 
It is poor teaching to allow the repertoire to completely drive 
the curriculum in advanced ensembles. If the culture of your 
classroom includes daily counting and singing of rhythms, then it 
will seamlessly become part of the sight-reading preparation and 
process for the state music assessment event. And accordingly, 
your students will have a rich rhythmic vocabulary from which to 
draw in every advancing piece of music they encounter. 

Practice silently. One efficient way to allow students 
to remain silently on task and encourage a great sight-

reading technique is to teach them to silent or shadow bow while 
fingering their parts. Violin and viola students will place their 
bows upside down under their instruments in the crook of their 
elbow, allowing them to remain in a nearly perfect right-hand 
playing position while the left hand can continue to finger as the 
music requires. Cello students will rest their bows upside down 
on their laps to mimic the bowing action while continuing to 
finger notes with their left hands. Bass students are at a slight 
disadvantage with this method if they are standing with their 
instrument. They will be required to have their bow raised above 
the string, which is neither comfortable nor easy. If they are using 
stools, then their silent bow technique will be similar to that of 
the cellists. This technique can be encouraged daily from students 
in a variety of settings. Establish this as the expectation for how 
students first attack a new musical assignment that is given during 
class. In younger ensembles, this technique is particularly helpful 
when learning new material homogenously. The entire class 
can silently participate while the teacher models the music or 
exercise. The students are making all the motions while hearing 
the correct model from their teacher. The teacher can observe 
and correct many errors before they are ever heard. In advanced 
ensembles, if rehearsal unexpectedly requires more attention to a 
particular section, invite the other sections to silent-practice their 
own part without interrupting the focus of rehearsal. At all levels, 
this method can be practiced daily as the teacher sees fit, so that 
in the sight-reading room it is a natural extension of their daily 
classroom interactions.
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Sight-read. There will be ample opportunities throughout 
the school year to practice all or some of your sight-reading 

routine. While the best time to practice sight-reading is every 
time a new piece of music is introduced, a valuable tool in your 
classroom is a set of sight-reading folders. Create a set of folders 
early in the school year with a dozen pieces that include music 
that ranges in both style and difficulty. Choose or borrow music 
that you have no intention of preparing for stage performance, 
but that provides opportunities for students to demonstrate skills 
you plan to teach throughout the year. If you have prepared a set 
of sight-reading folders early in the year, it becomes an easy tool 
to pull out with a moment’s notice so you and your ensemble 
can practice and perfect the formal routine you will want to use 
at your state assessment. It becomes the perfect lesson plan for 
shortened classes or altered schedules due to snow delays, field 
trips, team-time, assemblies, PSATs or pep rallies. Be really brave 
and invite a colleague to prepare sight-reading folders for your 
pre-assessment concert and practice your sight-reading routine 
in front of an audience—note: this is one exercise I have not yet 
dared to do. It sure will impress the parents and administrators!

Plan. Adjudicating and observing in the sight-reading room 
has convinced me that ensembles that are calm, disciplined 

and successful are led by teachers who are following a plan for 
the sight-reading study period. This becomes abundantly clear 
when that same teacher returns the following day with a different 
ensemble and the identical mood of calm and order is in the air, 
followed by another successful sight-reading experience. Conversely, 
ensembles that appear nervous and chaotic and experience sight-
reading disaster are led by panicked teachers who seem to be 
“winging it” or “flying by the seat of their pants.” A teacher who 
takes time to develop a plan will create one that reflects their 
teaching style, philosophy and personality, but the ultimate key to 
success is having a plan that has been well-rehearsed. 

 The most impressive results come from teachers who include 
the following in some manner during their study period: 

•	 One	minute	of	silent	study	for	the	teacher	and	students.	This 
sets a focused tone and allows everyone to notice important 
musical concepts at their own pace—especially the teacher. 
It is a calm moment for the teacher to notice musical pitfalls 
that must be addressed, as well as scan quickly all the way to 
the end to be sure nothing is overlooked. During this time, 
it is wise to encourage students to quietly point out things to 
their stand partner, look for anything that may be tricky and 
form any questions they may have. If students are allowed the 
autonomy to search the music on their own and consult one 
another, many questions are answered among themselves and 
less time is needed later for teacher clarification.

•	 Provide	students	with	the	opportunity	to	ask	questions.	
Some teachers choose to begin with questions, while the 
majority of teachers prefer to end with questions. Either 
way, it demonstrates that the teacher trusts students will 
ask good questions and it ensures that students have full 
understanding of what they are seeing in their music.

•	 Count,	sing	or	silent-bow	the	music	at	the	beginning,	end	
and	all	tricky	rhythms	or	entrances	in-between.	The more 
active participation that occurs in the study period, the 

better. If the teacher allows the students to show what they 
know by actively counting, singing, fingering and bowing 
their parts, then the teacher can make rapid adjustments and 
corrections. This is essentially a rehearsal, so dynamic and 
articulation considerations must be addressed and brought 
out at this time. 

•	 Complete	“play-through”	that	includes	silent	bowing,	
fingering,	counting	and	singing. I’ve heard teachers use 
the term “singering” or “tiscillate” with their ensembles to 
describe having students vocalize their parts while fingering 
and bowing. Again, the more active participation that occurs 
in the study period, the better. When the actual performance 
begins, the teacher and the ensemble should have the sense 
that they’ve rehearsed and performed the piece already. This, 
too, is the perfect time for the teacher to use his or her own 
sight-singing skills to help their students. Even if you aren’t 
in the correct key or if you miss a few notes, attempting to 
sing the important melodic and harmonic parts will be a 
great comfort to your students and result in a more accurate 
performance. If you model sight-singing throughout the 
school year, you will be amazed how many students will 
follow your lead and begin to sight-sing along with you.

•	 Remain	in	control	of	the	time,	and	use	the	entire	study	
period.	Keep a stopwatch with you so you are completely 
aware and in control of the time as it passes. The students 
will sense your panic and react accordingly if you are not 
managing the clock well. Plan to use the entire study period. 
There is always something you can address to improve 
your impending performance. Completing the study 
period 10-15 seconds before the adjudicator tells you time 
is up demonstrates that you are in control of the clock. 
Completing the study period two minutes before the time 
is over shows poor use of time and conveys over-confidence. 
And it very well may give the adjudicator good reason to 
blame you, the teacher, when errors occur during the final 
performance.

•	 Warm	up	the	ensemble	by	calmly	tuning	or	by	playing	or	
singing	a	scale	in	the	key	of	the	piece.	It never ceases to amaze 
me that teachers choose not to do this when it is clearly stated 
in the (Virginia) state handbook that they are allowed to do 
this. Take full advantage of this gift. It will serve as a balm for 
you and your students and may help shake any remaining 
nerves. And, of course, it will set up your ensemble to perform 
solidly in the proper key with full confidence.

•	 Call	out	rehearsal	letters	or	measure	numbers	if	necessary	
while	students	are	performing.	The performance of the 
students is what is being evaluated and if you notice and can 
assist even one lost student by giving them a landmark in the 
music, do it. Most likely you will be helping and assuring 
others, as well, which will create a better performance.

Teachers can most definitely learn from what other experienced 
teachers do well, as cited in the examples above, but they also can 
learn what not to do from less experienced teachers:

•	 Do	not	spend	the	entire	time	talking	through	the	piece.	
When this happens, it usually happens with the teacher’s 
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head in the score, totally oblivious to the fact that many of 
the students have stopped paying attention, have become 
disengaged or are just plain bored. It is the teacher’s 
responsibility to garner full participation from every student 
during the study period. This is the only way to expect a 
successful outcome.

•	 Do	not	fail	to	rehearse	the	beginning	and	the	end	of	the	
piece	thoroughly. Yes, there may be many other important 
things that happen in the middle, but how the students 
feel when it comes time to perform the beginning and the 
especially the ending will shape their overall confidence. 
It is especially easy to overlook the ending because of time 
restraints. Do whatever it takes not to let this happen. I made 
this mistake once and aim to never make it again. Sometimes 
the most difficult or dramatic part of the repertoire is found 
at the conclusion of the piece and it is the place where your 
ensemble can demonstrate mastery of a tricky rhythm, 
exhibit keen ensemble-director communication, prove tender 
and sweet interpretation, or pack a powerful punch with 
bold dynamics and articulation. Leaving the adjudicator with 
the clear impression that the ensemble can make music and 
not just perform notes should be the aim of every ensemble, 
whether they are in the sight-reading room or performing 
on stage. Take special care of the first and last impressions of 
your sight-reading performance.

Know the rules. In Virginia, directors are given seven 
minutes to prepare. Fingering is allowed (even though it 

may make an audible noise, it is not considered “performing”). A 
short warm-up or scale is allowed to happen before the ensemble 
performs. If you have specific questions or are worried about inter-
pretation of the rules, ask your state music governing representative 
and have their answer with you in writing, in case your method is 
challenged at the event by the judge or the chairperson.

Know your kids. Less practical, but equally important 
components of sight-reading success are building a solid 

relationship with your ensemble and creating a sense of team that 
empowers your students to contribute to their success (Newton, 
2004). It requires daily commitment from the teacher to create 
this kind of environment in the classroom, but it pays off every 
time you step on stage with your ensemble and especially when 
you need to rely on the necessary mutual trust to get the job done 
in the sight-reading room.

What is revealed in the sight-reading room 
is a vibrant snapshot of what happens daily 
in the classroom. And it becomes clear 
why the group does or does not succeed. 
So, can a group experience luck in the 
sight reading room? Perhaps. But chances 
are that directors whose ensembles earn the 
most superior ratings have wisely followed 
the advice of Roman philosopher, Seneca, 
who said, “Luck is what happens when 
preparation meets opportunity.”
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A crucial yet elusive aspect of 
playing a string instrument 
is the ability to play in tune. 

Music students possess a deep-
seated recognition of the correct 

pitches of the notes of major and minor scales, a sensitivity 
gained by being surrounded with western tonal music from 
birth. It is an interesting phenomenon that many music students 
can easily recognize when others play out of tune, yet have 
difficulty recognizing their own inaccuracies. Carefully listening 
to pitch while playing is challenging. When playing, a student’s 
attention is often directed primarily toward the mechanics of 
fingerings, bowings and tone production. Listening with intense 
discrimination to the exact pitch takes a back seat. But when 
listening carefully to pitch becomes a habit, playing with good 
intonation is accompanied by increased creativity and musical 
expression and greater self-confidence. 
 Below are some of the pedagogical techniques I use to help 
students strengthen their capacity to listen carefully to pitch 
while playing scales. These techniques are a synthesis of West 
and East, combining what I have learned in my western career 
in the United States, extensive interactions with musicians in 
Europe, and listening skills I have developed using the Indian 
tambura drone in performing improvised Indian raga music on 
the double bass. The tambura drone is a powerful tool for helping 
students focus their concentration and engage the power of their 
musical imaginations to create an internally heard pitch target 
that is clear and accurate. When externally produced notes are 
matched to exact notes created in the inner musical imagination, 
astute recognition of pitch becomes the basis for training a 
reliable kinesthetic memory of proper left-hand mechanics, 
including hand shape, fingering and shifting. Grounded in an 
aural sensitivity to tonality and harmony, students cultivate 
an awareness and control of the pitch of notes and are able to 
respond immediately to notes that are out of tune. In time, 

students begin to appreciate that the musical excellence they 
aspire to achieve is, in fact, directly related to their success in 
playing in-tune. 
 In India, the approach to learning a melodic instrument 
(violin, bansuri flute, sitar, veena, etc.) begins with singing. In 
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the initial stages of study, students can spend many months, or 
even years, learning to sing the exact pitch of the swaras (scale 
degrees) of a foundational raga (a particular scale with its own 
characteristic melodic phrases). The first swara that a student 
must master is the tonic note SA. SA is considered the most 
important note, the foundation for all other notes of a raga, and 
must be sung with perfect pitch and free of any pitch wavering. 
Gaining control of the voice and aural sensitivity to be able to 
sing a steady SA develops concentration and strength.
 Music students in India learn to sing in tune by imitating their 
teacher and matching their singing to a pitch reference provided 
by a drone instrument that sounds in the background for the 
entire lesson. The drone has traditionally been provided by the 
long-necked acoustic tambura, a plucked four-stringed lute (see 
Photo 1) that continuously cycles through the four open notes: 
1 fifth (PA), 2 upper tonics (SA’) and 1 lower octave tonic (SA), 
producing a sound environment rich in harmonics. Nowadays 
students and professionals in India commonly use the compact 
“tambura in a box,” an electronic version (Radel and Raagini are 
most popular) of the tambura (see Photo 2). Good apps have 
recently become available for iPad (iTanpura), iPhone and Android. 
Immersed in the enchanting tonal world created by the tambura, 
students gain skill in zeroing in on the exact frequency of the tonic 
SA, and relate every raga note they sing to this tonic. When the 
teacher is satisfied with the student’s vocal mastery of the raga, 
the student is introduced to playing the raga on the instrument. 
Singing internalizes the music and remains the foundation for an 
instrumentalist. 
 An archer wishing to hit the bull’s eye must first aim at the 
target with calm, focused concentration before letting the arrow 
fly. The musician wishing to play a note in tune also must have 
carefully focused aim. The process of aiming for pitch necessarily 
requires that we know ahead of time the pitch of the note we are 
about to play. Sound is invisible, so how do we “see” the target? 
The string player must create the target pitch with the inner 
musical imagination before taking aim to play that pitch correctly 
on the instrument. Once the target pitch has been created in 
one’s imagination, it has to be held onto or remembered until the 

“arrow” of the played note has hit the pitch target exactly 
in the center of the pitch. Holding onto a pitch so that it 
continues to sound in our musical imagination happens 
only when we intentionally and continuously make the 
effort to generate the pitch internally.
 The Indian approach of relying on singing as a 
foundation for instrumental playing has proven to be 
quite beneficial for my string students, particularly in 
the area of playing in tune. When singing, string players 
are free from the physical mechanics of playing, and are 
able to focus exclusively on pitch. The tambura drone 
creates an aural framework in which the student can 
develop archer-like capacities of focus and aim on correct 
pitch. This article presents a progression of steps using 
the tambura as an aid to cultivate good intonation. The 
steps lead the student from simply listening to the drone, 

tuning sung notes to the drone, activating the inner musical 
imagination to create notes that are in tune, and finally using 
these inner-heard pitches as references for the notes played on the 
instrument. Awakening to perfection of pitch leads the way for 
refined mastery of the instrument with freedom of creativity and 
expression.

Introduction	to	Working	With	the	Drone
The first step is to determine a tonic for a one-octave major scale 
that fits comfortably within the student’s vocal range. I then 
introduce the student to the tambura drone played from my 
laptop. I ask the student to sing the scale using solfège syllables, 
because solfège identifies scale degrees and makes a connection 
in the student’s mind between the various scale degrees and their 
relation to the tonic. Experiencing proper pitch relationships is 
essential in the evolving process of playing scales and tonal pieces 
in tune. 

Directions For The Student:
1. Turn on the electronic tambura drone to the tonic you have 

determined to be best suited for your voice. 
2. Sit comfortably in a chair or on the floor. Keep the spine 

erect, head level, shoulders loose.
3. Close your eyes to remove all visual distractions. Take a few 

deep breaths. Relax.
4. Spend several minutes just listening to the tambura drone. 

Relax into the tonal sphere created by the cycling pitches of 
the drone and the accompanying overtones. Allow mental 
commotion to subside. 

5. Be happy. Smile. A positive attitude dismantles possible long-
held barriers and self-doubt.  

6. Gently focus your attention on the tonic you hear in the drone.
7. After some time, inhale deeply and begin softly humming the 

tonic note, DO. Match the pitch of your humming to the 
drone. It may be helpful to begin with a pitch slightly lower 
than the tonic (LA is good), gliding slowly upwards until you 
hear your humming align perfectly with the tonic drone.

"Tambura in a box"
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8. As you hum, feel the vibrations originating in the abdomen. 
9. Maintain a steady unwavering pitch for as long as your breath 

allows. Repeat this process for several minutes (or more).

Singing	Scales	in	Tune	With	the	Tambura	Drone
Students distinguish pitch better when they are able to perceive 
the unique gravitational pull that each major scale degree has 
in relation to the tonic (and the fifth). DO feels very much at 
rest. RE, in contrast, is unsettled and restless, pulling strongly to 
resolve either back to the DO, or move upwards to the settled 
and optimistic feeling of MI. FA has a bit of a suspended quality, 
and could resolve either back to MI or up to SOL. FA, along with 
LA, seems to be the most difficult pitch to pinpoint. Arriving 
on SOL creates a stable and balanced feeling, reaching a halfway 
resting station, but still possessing a lot of energy. LA seems to 
ask a question, and pulls back to the stability of SOL, but also 
can intensify its questioning by moving to the energetic TI. TI is 
the ultimate in yearning, and happily resolves to the upper octave 
DO. Realizing that a one-octave major scale is much more than 
just a series of whole and half steps, students begin to palpably 
feel these various distinct qualities in an emotional and physical 
way, and a new level of understanding with each scale degree 
dawns. 

Directions for the Student:
1.  With the tambura sounding, sing DO, gliding up from 

below until you arrive perfectly in the center of DO. Feel 
the at-rest nature of DO.

2.  At first, you might sing DO a bit out of tune. One cause 
for out-of-tune singing is that the sung pitch is often 
lower than you initially perceive. Two simple techniques 
amplify the sung pitch to facilitate pitch recognition 
and adjustment: a.) close the ear canal by pressing firmly 
against the skull bone in front of the ear with a finger to 
better hear the vibrations (see Photo 3) b.) stand facing a 
room corner, cup both ears with the hands, directing the 
hands toward the room corner (see Photo 4). Recording is 
very useful. 

3.  Sing DO again. Amplify the sung pitch (above) so that 
you clearly hear your voice. Take a full breath so that you 
can sing strongly. Repeat DO several times.

4.  Proceed to singing the second scale degree, RE. After some 
time, do the same with MI, FA, SOL, LA, TI, and high 
DO’. Experiment until you find the exact pitch center of 
each note. Once the center had been found, repeat each 
note a few times to reinforce your memory and control of 
the exact pitch for each scale degree. This process takes a 
lot of concentration. 

5.  Sing the scale again, this time taking time to feel the 
qualities of gravitational pull that each scale degree has 
towards the tonic as mentioned above. Again, experiment 
until you find the exact pitch center of each note, and 
repeat several times. Using solfège syllables helps you 

remember the correct pitch of each scale degree.
6.  Now slowly sing the ascending major scale DO to DO’ 

and descending DO’ to DO. Be sure to leave a sufficient 
gap of silence between each scale degree so that you can 
refocus your attention on the reference tonic from the 
drone. Sing the scale several times.  

Auralizing	and	Singing:	Generating	
Internal	Pitch	Targets	
The next stage is using the force of intention to generate pitch 
loudly in the musical imagination. It is mysterious where this 
imagined sound manifests in our brain. Just as we can visualize 
a material object or scene, we can “auralize” a pitch. This process 
takes some effort. We must feed constant current to create this 
“auralization.” Developing the capacity to create a pitch in our 
musical imagination and keep it there builds our powers of 
concentration and makes the music become more alive within 
us. Mozart must have experienced music in similar way, creating 
entire works in his vivid musical imagination.

Directions for the Student:
1.  Generate DO in your imagination. When you hear DO 

clearly, begin singing DO, gradually entering in with your 
voice. While singing, continue generating the pitch in 
your imagination. Keep listening to the tonal sound-world 
framework created by the tambura. This will be a three-
pronged experience: match your sung note to the note 
you hear generated in your imagination, which in turn is 
aligned with the drone.

2.  When you stop singing, listen to the tambura and 

Photo 3: Closing the ear canal
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evaluate if your sung DO exactly matched the tonic of 
the drone, or was a bit high or low. Repeat singing DO a 
number of times correctly.  

3.  Now, without singing, listen again to the drone. Generate, 
or “auralize,” the RE in your musical imagination, aligning 
it correctly with the drone. 

4.  When you hear RE clearly in your imagination, sing RE, 
matching it to the RE you are continuing to generate 
within your musical imagination.  

5.  Remember to feel the unique quality of gravitational pull 
of RE toward DO.

6.  Successfully generating pitch in the musical imagination 
without vocalizing takes patience. In time, the process gets 
easier. The power to imagine correct pitch becomes the 
basis for excellent playing.

7.  Continue this process with each successive scale degree. 
Go very slowly so that your thinking is clear. Be sure to 
leave plenty of silence between each note you sing. In the 
silence, refocus your attention on the tonal framework 
provided by the tambura. Force yourself to wait before 
singing, being sure that you are clearly auralizing the 
next note within your musical imagination before vocally 
producing that note.  

8.  Sing the scale up and down a number of times. You can 
repeat each scale degree a number of times before moving 
on. Remember to feel the gravitational quality of each scale 
degree.

Playing	Scales	in	Tune	With	the	Tambura	Drone
Once singing in-tune while internally hearing an accurate target 
pitch has stabilized, the next step is for the student to play the 
same notes on the instrument. Initially, students should use a 
four-step layered process for playing a note: 

1.  listen to the drone 
2.  generate the note (pitch target) in the imagination, 

aligning with the drone 
3.  sing the note, matching the sung note to the internally 

generated pitch target, and 
4.  play the note, matching the played note to the sung note, 

still generating the note in the imagination. Playing a scale 
in this manner demands determined focus, and a lot of 
patience. 

 Singing out loud while playing gives the student extra 
support for using internally generated pitch targets, instead 
of slipping back into the ingrained habit of playing a note 
mechanically without the proactive listening we are working to 
develop. The old habits have so much power. It is very difficult 
for the student to resist the pull of these habits. To make success 
likelier, an exaggeratedly slow tempo is crucial so that the 
student’s mind can successfully process all of the necessary tasks.  
 Soon, the student will be able to go directly from the 
internally-generated pitch target to playing, omitting the 
singing. At this point, playing becomes a three-fold process of 

listening to the tonal framework provided by the drone, creating 
the desired note in the imagination and then playing this note on 
the instrument. With or without the singing, playing a note should 
involve a lot of behind-the-scenes mental activity. To reinforce 
the connection between the internally generated pitch target, the 
student often should use the four-step process that includes vocally 
singing the note. With time and repetition, the pull of the old 
habitual way of playing diminishes. Conscious listening to pitch 
becomes easier as the student persists in developing coordinated 
mind/body habits rooted in the primacy of careful listening. 
When hearing each scale degree clearly in the imagination with 
alert awareness of the “gravitational” quality of each scale degree 
has become the foundation for playing any note, the student has 
harnessed tremendous power. Playing a scale is now a whole new 
experience, richly engaging and satisfying. The student plays with 
authority and confidence because he/she is in total control of pitch 
while playing.

Directions for the Student:
1.  Listen to the tambura created tonal center. Generate DO 

in your imagination. While continuing to sing DO and 
generate DO in your imagination, play DO on your 
instrument. Stop playing and singing, and evaluate if 
your played note matched the pitch target you generated 
internally. Adjust as necessary. If DO happens to be an 
open string, play the note fingered on a neighboring string.  

2.  As you did in the introductory portion with humming, you 
may find it helpful to begin with a pitch slightly lower (LA 
is good) than tonic, sliding slowly upwards on one finger 
until your played note aligns perfectly with the tonic drone. 

3.  Play a major scale fingered using the four-step layered 
process: a) listen to the drone b) generate the note (pitch 

Facing a corner
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target) in your imagination, aligning with the drone c) 
sing the note, matching the sung note to the internally 
generated pitch target and d) play the note, matching 
played note to the sung note, still generating the note in 
your mind. Leave a gap/silence between each scale degree 
to re-focus attention on the tonic.  

4.  Now play a major scale on one finger, sliding (glissando) 
from note to note, matching your instrument to your voice 
to your internally generated pitch to the tambura. Listen 
for the center of the pitch.

5.  A very useful practice is isolating pairs of scale degrees, 
feeling the change in “gravitational pull” of the notes in 
relation to the tonic. Repeat as many times as needed before 
moving to the next pair. It is helpful to sing each pair of 
scale degrees on an “ah” sound, feeling the pull between 
the notes. Always be aware of which scale degree you are 
singing.

6.  Compose short motivic patterns in conjunct motion such 
as DO RE MI RE, DO RE MI RE MI RE, etc. Then begin 
the patterns on a successively higher scale degree. Always 
hear the patterns first in your inner musical imagination. 

7.  Engage your imagination by improvising within small 
boundaries. First, sing a short melodic idea, taking time to 
feel its expressive nature.	Then play the same short idea on 
your instrument, aligning each note with the drone and 
feeling the expressive nature you felt when singing. Keep 
the melodic idea alive in your imagination as you play.

8.  Explore the minor scale, following the same progression of 
steps.

9.  Omit Singing: Do all of the above exercises, now omitting 
the singing. Be sure to hear the desired pitch of each note 
in your imagination before playing the note. 

Conclusion
A recent graduate of mine now studying in New York recently 
wrote to me: “For me, using drones has been a crucial part 
of my development as a bass player. I think when I was first 
introduced to drones at CU, it quite literally opened my ears. 
When I first tried using them, it enhanced my awareness of the 
sound I was creating. It allowed me to concentrate solely on 
intonation and pitch, something that I hadn’t previously worked 
on in great detail. By incorporating them in my practice, whether 
it was scales and arpeggios, individual phrases (with focus on 
tonality), isolating hand spaces or improvising, I was able to 
hear more easily whether pitches were correct (or at least very 
close to correct). I like starting my practice sessions with the 
drones regularly because it really tunes my ears up to the sound 
I’m making at the bass. In other words, it helps me to play with 
‘constant aural feedback.’”  
 Many string students do not have a systematic approach to 
improving their ability to play in tune. The tambura drone can 
be used with great effectiveness to help students cultivate deep 
conscious awareness and control of correct pitch while playing.  
 With more control of pitch, self-confidence grows. Growing 
self-confidence leads to progress in all areas of playing, including 
musical expression and creativity. For any age performer, the 
tambura drone-based approach presented in this article can make 
playing more engaging and enjoyable. In tambura drone sessions I 
have presented at the university level, in high schools and middle 
schools, students have consistently been excited by the noticeable 
progress they make in playing in tune.
 In fact, while I wrote this article, I was in India as a Fulbright 

Scholar researching how eminent India performers/teachers rely 
on the tambura drone in their own practice, performance and 
teaching. My project, “Training the Musical Mind,” is revealing 
further benefits of incorporating tambura drone into western 
string teaching. 
 I hope that the concepts presented in this article are useful 
to students and educators. Video examples of the steps presented 
in this article, along with downloadable drones, are on the CU 
double bass website: http://Music.colorado.edu/doublebass. A 
subsequent article will discuss how the tambura drone principles 
can successfully be applied to solo and orchestral repertoire.
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Exploring 
Pre-Bowing 
Exercises: 
The	Search	for	a	Definition	and	
its	Application

One of the most challenging aspects of teaching beginner-level 
strings is determining how to introduce students to the bow. If 
presented too early, students struggle to maintain correct body 
position, left-hand position and bow-hand shape simultaneously. 
If presented too late, students become impatient and we risk 
high attrition rates. One method of addressing this problem is to 
examine how we perceive the initial stages of bow training. Using 
the bow should not be an all-or-nothing endeavor. Rather, it 
should be a gradual and sequential process that prepares students 
for the détaché bow stroke. This process is known as pre-bowing 
exercises.1 
  Despite the fundamental importance of pre-bowing 
exercises, there exists a dearth of information on the topic. For 
instance, it is not exactly clear, at this point, how to define pre-
bowing exercises, since no explicit definition exists. Moreover, 
the author knows of only one sequence of strategies, which 
is presented in the American String Teachers Association 
Curriculum.2 The purpose of the present article is two-fold: 

1.  to construct a definition for pre-bowing exercises by 
analyzing information provided in the ASTA String 
Curriculum, and

2.  to apply this definition by suggesting a sequence of 
strategies for the string class or studio setting. 

 Â Constructing a Definition
To define pre-bowing exercises, we must first consider 
information provided by the ASTA String Curriculum, since 
it is the most informative resource on the topic. Content 
Area 1C, Learning Task 1.4 of the curriculum describes the 
pre-requisites, activities and outcomes specific to 
pre-bowing exercises.

Prior Knowledge and Precursors
•	  Students can demonstrate a relaxed, correct bow hold 

using a pencil, straw and/or dowel rod.

•	  Students know the terms and correct directions for down- 
and up-bow. 

Sequence of Activities
•	  Have all students practice finger taps (on a bow or bow-

like apparatus) to a CD in common time. 
•	  Smiley face thumb: Have students turn their right hand 

to the right and look for a curved thumb that looks like a 
smile.

•	  Open/close the door: With right arm parallel to the floor 
at face level, place left index finger in the elbow and open 
and close the gate door to imitate bowing motion. Chant 
names of classmates and move arm in rhythm. 

•	  Form the bow hold on the bow either at the balance point 
or at the frog depending on teacher preference. Have 
all students practice down- and up-bow by vertically air 
bowing. 

•	  Put the bow on a cake of rosin and practice the bowing 
motion while saying down and up. 

•	  Going Tubing! Use a toilet paper tube, paper towel tube or 
even PVC tubing, and practice bowing through it. Hold 
the tube slightly above the left shoulder.3 

 
This information reveals three distinct aspects about pre-bowing 
exercises:

1.  They are performed with a bow or bow-like apparatus 
away from the instrument;

2.  They begin after students can demonstrate the bow-hand 
shape correctly on a bow-like apparatus (e.g., pencil or 
straw); and

3.  They begin after students can correctly identify the actions 
and terminology associated with the up- and down-bow 
motion.

The first aspect listed suggests that pre-bowing exercises train 
the right hand and arm in isolation from the left hand and 
instrument. This paradigm has been referred to as the “divide-

by Jacob Dakon
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and-conquer” principle.4 In order to “conquer” inherent 
coordination issues associated with fundamental skill sets—
such as body format, left-hand and right-hand skills—efficient 
teaching necessitates that string teachers “divide” each set into 
individual units during initial instruction. Once each skill set 
is developed in isolation, the instructor then can gradually and 
systematically combine them. Pre-bowing exercises utilize the 
“divide-and-conquer” principle to prepare young string players for 
the basic détaché stroke. 
 The second and third aspects suggest prerequisites to pre-
bowing exercises. First, students must be able to demonstrate a 
relaxed, correct bow-hand shape on a bow-like apparatus. The 
heavy weight and awkward balance of the bow easily causes 
tension in a beginning-level string student’s bow-hand shape. 
To avoid this issue, initial instruction should occur on a pencil, 
straw or dowel before moving onto the balance point or frog of 
the bow.5 Students also must be able to identify and associate 
bow-direction terminology with corresponding gross kinesthetic 
movements of the bow prior to beginning pre-bowing exercises. 
This includes understanding the difference between up- and 
down-bow motions, the icons and verbiage associated with the 
motions, and demonstrating these concepts at a basic level.
 Using the above evidence, we can now properly construct a 
definition for pre-bowing exercises (see Figure 1). On one side 
of the initial right-hand sequence, students develop the ability to 
form a correct and relaxed bow-hand shape around a bow-like 
apparatus, and learn to identify up- and down-bow motions. On 
the other side, students apply the bow hair to the strings and learn 
the motions associated with a détaché bow stroke.6 In between 
these right-hand skills lie pre-bowing exercises, which now can be 
defined as follows: 

Pre-bowing exercises are a logical sequence of right-hand 
activities that succeed bow-hand shape exercises and bow-
directional understanding, and act as preparatory actions for 
the détaché bow stroke. They are frequently performed with a 
bow or bow-like apparatus away from the instrument, but may 
involve the instrument toward the later stages of pre-bowing 
development.  

Figure 1
Initial Sequence of Teaching Right-Hand Technique

 Â Applying the Definition
I introduce students to the bow in three stages: 1) Setting 
the bow-hand shape 2) engaging in joint actions and 3) 
simulating the détaché stroke. As previously shown in our 
definition, the first stage (i.e., setting the bow-hand shape) 
is not a pre-bowing exercise, but it still bears mentioning. 
The application of pre-bowing exercises should coincide 
with basic left-hand exercises, but remain isolated to avoid 
coordination issues.

Step 1. Setting the Bow-Hand Shape
 First and foremost, ensure students can maintain a correct 
and relaxed bow-hold shape prior to beginning pre-bowing 
exercises.7 This is a difficult skill for novice string instrumentalists 
to procure, so be patient. You will need to review the bow-hand 
shape strategies consistently throughout the first year. I cannot 
emphasize this prerequisite enough. No student should pass 
through the first level of instruction with an improper bow-hand 
shape. Poor execution of this most basic skill will severely hinder 
their success for the remainder of their career if not corrected. 

Step 2. Joint Action
 Next, students must learn to release their joints using “joint 
actions.” Tension in the shoulder can severely impact the mobility 
of joints located in the elbow, wrist and fingers. Rolland refers 
to this as “static tension.”8 To counteract static tension, students 
must engage in motion, or “action.”9 I suggest students engage 
their joints in action using the following strategies:

Shoulder	Hang:	To relax the muscles associated with the 
glenohumeral joints (shoulder joints), ask students to stand up 
from their chairs. Have them bend over at the waist and hang 
their arms down toward the floor. Allow the arms to swing 
in a free, relaxed manner. Ask the students to take a “mental 
picture” of how free and relaxed their arms feel. This is exactly 
how the bow arm should feel during the bowing motion. 

Opening/Closing	the	Door:	10 To relax the muscles associated 
with the synovial hinge joint (elbow joint), ask students to 
place their left-hand index finger into the cubital fossa (pit 
of the elbow). Using the index finger as a fulcrum, swing the 
forearm toward the body (flexion motion) and away from the 
body (extension motion). This action resembles the swinging 
action of a door as it opens and closes. Ask students to take a 
“mental picture” of how free and relaxed their arm feels. All 
students should engage in this exercise, even cellos and basses. 

The	Jellyfish:	To relax the wrist and fingers, ask students to 
hold their right hand in front of the body in a relaxed manner. 
Initiate an upward pulse with the wrist, allowing the arm and 

hand to move freely through 
space. The hand and fingers should 
react to the pulse as if they were 
tentacles of a jellyfish swimming 
through space.11 Again, ask 
students to take a “mental picture” 

of how this feels and help them make the transfer to similar 
motions in the bow. 

Step 3. Simulating Détaché 
 The last step in implementing pre-bowing exercises is to 
deconstruct the détaché stroke into several smaller motions and to 
couple each motion with an instructional strategy. These strategies 
should be implemented in a purposeful sequence, so that each 
strategy builds off of the former. 

The Détaché Action
 For the purposes of this article, I define détaché as the action of 
pulling and pushing the bow, while pausing in between strokes to set 
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the succeeding stroke. All four string instruments use three motions 
in varying quantities to implement a basic détaché bow stroke: 

1.  The extension (opening) and flexion (closing) motions in 
the right synovial hinge joint (elbow joint);

2.  A slight abduction (raising) and adduction (lowering) of 
the glenohumeral joint (shoulder joint); and

3.  Pronation (inward rotation) and supination (outward 
rotation) of the forearm. 

 Violins and violins begin détaché by extending and flexing 
the synovial hinge joint while keeping the humerus (upper arm) 
immobile and relaxed. If the shoulder remains relaxed during 
this motion, the elbow will naturally rise and fall due to a slight 
abduction and adduction of the glenohumeral joint. To maintain 
a relaxed right shoulder, I advocate hanging the elbow slightly 
below the wrist over the course of the up-bow. Finally, there is the 
pronation and supination of the forearm. As the student bows 
downward, the forearm pronates into the bow stick to engage the 
index finger on the right hand. As the student bows upward, the 
forearm supinates back to its original position.  
 The cello and double bass motions (French style) are fairly 
similar to the violin and viola; however, their motions occur on 
a lower spatial plane and thus require a few alterations. Starting 
from the lower half of the cello bow, a downward détaché 
stroke begins with a slight abduction of the right glenohumeral 
joint. After pulling the bow a couple of inches, the abduction 
movement in the glenohumeral joint ceases and an extension of 
the forearm occurs from the synovial hinge joint. As the forearm 
extends, it also pronates into the bow as the performer reaches 
the tip of the bow. The opposite occurs during an upward motion 
of the bow. A flexion motion of the forearm occurs from the 
synovial hinge joint until the performer reaches the lower half of 
the bow. At that time, the glenohumeral joint engages, yielding an 
adductive motion until the performer reaches the frog. The result 
should be that the shoulder and elbow are relaxed upon arriving 
at the lower half of the bow. Once again, teachers should combine 
the motions together into one smooth motion.

Applicable Strategies
 Each of these détaché movements should be developed in 
isolation from the others, and then gradually combined until 
students can simulate a smooth détaché stroke away from the 
instrument. You may need a couple supplies: 1.) a wooden 
yardstick 2.) wooden dowel rods 3.) unsharpened pencils and 4.) 
toilet paper tubes or PVC pipe. Students can provide toilet paper 
tubes and pencils, and the rods and pipe can be purchased at any 
home improvement store. Cut the dowel rods into lengths of 29-
30 inches (i.e., the length of a violin bow). The PVC pipe should 
be cut into 6-inch sections (about the length of a toilet-paper 
roll). Be sure to buy the thinnest pipe available so that it is not too 
heavy for your youngest students and a bass bow can fit through it 
(the bow may need a little shove). Now, review with your students 
the Swinging Out/Opening and Closing the Gate strategy:12

Chicken	Wings:	Have students raise their forearms so that 
they are parallel with the floor. Ask them to “flap their 
chicken wings.” Monitor the slight abduction and adduction 
of their glenohumeral joints. Outcome: Students move their 
glenohumeral joints freely. 

Traveling	Down	the	Road: 13 Have cello and bass students sit 
down and place a yardstick in their lap with the edge of the 
yardstick on left knee. Stabilize the left end of the yardstick with 
the left hand and hang the remainder of the stick over the right 
side of the right knee. Place the tips of the right-hand fingers 
on top of the yardstick over the right knee. Brush the fingers 
along the right side of the stick. Ensure students’ glenohumeral 
and synovial joints are engaging appropriately. Associate the 
verbal cues “out, open, close, in” with each motion of the stroke. 
Isolate each motion and allow time for each motion to be 
studied and memorized. Then perform the motion together in 
a smooth, seamless manner with the metronome. Basses use a 
similar sequence of motions to perform détaché, but the range 
of motion is less than that of the cello. Outcome: Students 
practice each motion of the détaché stroke in isolation of the 
others away from the bow and instrument.

Tubing	It:	14 Hold the dowel over the left shoulder (violin/
viola) or in front of the body (cello/bass) with your left hand. 
Form a bow-hand shape on PVC tube. Place the dowel through 
the tube. Practice the détaché motion by moving the tube no 
more than 3-4 inches across the dowel. Outcome: Students 
practice the détaché motion in a comprehensive and authentic 
manner. The dowel helps students visualize and feel how to 
bow in a straight line. 

Shadow	Bowing	with	a	Tube:	15 Hold the tube over the left 
shoulder or in front of the body with the left hand. Form a 
bow-hand shape at the balance point of the bow. Place the 
tip of the bow through the tube. Practice the détaché motion 
by moving the bow no more than 3-4 inches through the 
tube. Outcome: Students have the opportunity to practice 
the détaché motion with the bow. The tube allows students to 
transfer the actions practiced previously with the dowel, but in 
a freer bowing environment. 

Pencil	Inside	of	the	Bow	Tip:	Hold the bow at the balance 
point or at the frog with the right hand, depending on students’ 
level of experience. Violinists/Violists: Hold an unsharpened 
pencil in your left hand. Pretend as though you were going to 
insert a pencil into your left ear. Place the bow over the left 
shoulder and insert the pencil between the stick and the hair. 
Practice the détaché motion. Cellist/Bassist: Hold a pencil 
at waist level with the left hand and point the tip toward the 
ceiling. Hold the bow in playing position in front of the body. 
Insert the pencil between the hair and the bow stick with the 
hair facing the body. Practice the détaché motions. Outcome: 
Students practice the détaché motion in a freer bowing 
environment with the bow. 

Instrument	Tubing: 16 “Place the rubber band under the 
strings, and position the tube on top of the strings. Loop the 
ends of the rubber band around the ends of the tube to fasten 
the tube to the strings. The tube should sit between the end 
of the fingerboard and the bridge.” Place the instrument in 
playing position. Insert the bow into the tube and practice the 
détaché motion. Outcome: This strategy merges left- and right-
hand technique in preparation for the détaché stroke without 
bowing across the strings.
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Final Thoughts
Proper bowing technique from the onset of instruction is 
essential to the success of any young string musician. Such 
technique, however, must be introduced carefully and gradually 
to ensure student understanding. Rushing students to the bow, 
while stimulating, is maladaptive in the sense that it threatens 
to undo all previously learned skill sets (e.g., left-hand and body 
posture). Pre-bowing exercises offer teachers a fun and exciting 
alternative that properly equips student to implement the 
détaché stroke successfully. 
 This article contains only a few suggestions of strategies. 
Many more exist in the works of Phyllis Young, Paul Rolland, 
Simon Fischer, Don Hamann, Robert Gillespie and other string 
pedagogues. I would encourage string teachers to seek out these 
strategies in an effort to better equip students for the exciting 
world of string playing.

The author would like to thank Veronique Mathieu and Haley 
Grant for their help with the photos.
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The	Block	
Approach:	
Expanded Arpeggios 
for Jazz Improvisation
by Craig Butterfield

In a previous Bass Forum article for ASTA, I presented a system for creating logical fingerings for triadic arpeggios. The 
concept was that simple three- or four-note “blocks” could be stacked to create two octave triadic major and minor 
arpeggios. In this article I expand on this system, demonstrating how the same simple shapes can be stacked in different 
ways to create 7th, 9th, 11th and 13th arpeggios. These arpeggios are incredibly useful, particularly in jazz performance and 
improvisation. The bebop language is largely based on arpeggios, and an efficient fingering system for these larger intervalic 
patterns is necessary before bassists can improvise fluently in the bebop style.
 Two basic types of blocks must first be introduced—triads and sevenths. Once these shapes are learned, all necessary 
arpeggios beyond these can be created with these fundamental blocks. 
 There are three basic fingerings in thumb position for major, minor, diminished and augmented triads:

Major	Triad	Shapes Minor	Triad	Shapes Diminished	Triad	Shapes Augmented	Triad	Shapes

Some triad shapes are more practical than others. In most cases, the triad shape with first finger on tonic is easier than the 
option with second or third finger on tonic. It is usually advantageous to know all fingering options in order to have the 
greatest flexibility with fingering choices, but it is equally important to favor fingerings that will yield better results with less 
effort and repetition, particularly in an improvised setting. 

“Crab” Technique Seventh Arpeggios
In my previous article, I discussed the use of “crab” technique in performing four-note blocks in thumb position. To 
recap, the thumb slides into position for the third note of the arpeggio while the second note is still pressed—avoiding a 
shift in position in favor of a crab-like pivot with the hand. This technique greatly increases both speed and accuracy in 
performance of these arpeggios. In these examples, the fourth note of the “block” is the seventh of the chord rather than the 
tonic, as in my earlier article.
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Bass Forum
Major	7th Dominant	7th Minor	7th Half	Diminished	7th Diminished	7th

Non-“Crab” Technique Seventh Arpeggios
While the “crab” technique is frequently useful, there 
are three common seventh arpeggios that can work 
with a more traditional hand position, especially in 
the upper register of thumb position. These fingerings 
can substitute for the “crab” technique fingerings listed 
above as needed:

Dominant	7th Minor	7th Diminished	7th

When the three- and four-note blocks above have been learned, it is possible to create most practical arpeggios by “stacking” these 
blocks above either a single note, dyad or triad. This results in arpeggios containing the 7th, 9th, 11th and even 13th of the chord. The 
tables below show all practical arpeggios using this approach.

Table	One:	Creating	four-note	arpeggios	by	stacking	three-note	blocks	above	tonic.

Triad quality Stacked a minor 3rd above root yields- Stacked a major 3rd above root yields-

Major Minor 7 Augmented 7
Minor Half Diminished 7 Major 7
Diminished Diminished 7 Dominant 7
Augmented Minor/Major 7 Augmented Triad

Below are examples of four-note arpeggios created using the fingerings derived from table one. The triad blocks are bracketed for 
clarity. Since there are three block shapes for each type of triad, there are usually multiple good fingerings for each four-note arpeggio. 
The tonic could be played wherever is logical, generally on the D or A string.

Table	Two:	Creating	five-note	arpeggios	by	stacking	four-note	blocks	above	tonic.

Seventh quality Stacked a minor 3rd above root yields- Stacked a major 3rd above root yields-

Major 7th Minor 9 Not applicable
Minor 7th Half Diminished flat 9 Major 9
Dominant 7th Minor flat 9 Augmented Major 7 natural 9
Half Diminished 7th Diminished flat 9 Dominant 7 natural 9
Fully Diminished 7th Diminished Triad Dominant 7 flat 9

Below are examples of five-note arpeggios created by stacking four-note blocks above a bass note. In many of these examples, the first 
note could be played on the third string or the second string. Often the third string is directly across from the four-note block, creating 
a more efficient fingering. Finding the note on the second string may be more secure and familiar, but that necessitates a shift to the 
four-note block position.
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Table	Three:	Creating	five-note	arpeggios	by	stacking	three-note	blocks	above	a	dyad.

Triad quality Stacked a perfect fifth above root 
of major dyad yields

Stacked a perfect fifth above root 
of minor dyad yields

Stacked a diminished fifth above 
root of minor dyad yields

Major Major 9 Min/Major 9 Minor 7 sharp 11 flat 9
Minor Dominant natural 9 Minor 9 Diminished flat 9
Diminished Dominant flat 9 Minor flat 9 Diminished
Augmented Not applicable Minor Major 9 Half Diminished natural 9

Below are examples of arpeggios created by stacking a three-note block above a dyad. The arpeggios are exactly the same as the previous 
example, but the fingering is different, demonstrating the versatility of this approach.

Table	Four:	Creating	six-note	arpeggios	by	stacking	four-note	blocks	above	a	dyad.

Seventh quality Stacked a perfect fifth above 
root of major dyad yields

Stacked a perfect fifth above 
root of minor dyad yields

Stacked a diminished fifth above 
root of minor dyad yields

Major 7th Major 7 #11 Not applicable Not applicable
Minor 7th Dominant 7th natural 11 Minor 11 Not applicable
Dominant 7th Major 7 natural 11 Minor/Major 7 natural 11 Not applicable
Half Diminished 7th Dominant 7th flat 9 natural 11 Minor 11 flat 9 Not applicable
Fully Diminished 7th Dominant 7th flat 9 Not applicable Diminished   

Below are examples of six-note extended arpeggios using seventh arpeggios stacked on top of a dyad:
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Table	Five:	Creating	six	note	arpeggios	by	stacking	triads	above	triads.

Triad quality Stacked major 7th above 
major triad yields

Stacked minor 7th above 
major triad yields

Stacked minor 7th 
above minor triad 
yields

Stacked diminished 7th 
above diminished triad 
yields

Major Not applicable Dominant 7 natural 11 Minor 11 Not applicable
Minor Major 7 sharp 11 Dominant 7 flat 9 natural 

11
minor 11 flat 9 Not applicable

Diminished Major 7 natural 11 Dominant 7 flat 9 natural 
11

Not applicable Diminished

The following are three arpeggios using two triad blocks stacked to create six-note arpeggios.

Examples of arpeggios found in jazz improvisations and compositions by Tom Harrell and Charlie Parker follow, along with fingerings 
using the “block” approach described above. 
 Tom Harrell, solo from “Invitation.” Transcribed by Craig Butterfield. The second measure demonstrates a C minor 11 arpeggio, 
easily played by stacking a four-note block above a minor dyad.

Charlie Parker, melody to “Donna Lee” excerpt. The arpeggio in the second measure could be performed with several block fingerings. 
The first fingering given below uses a four-note minor 7th block to complete the B flat minor 11 arpeggio. The second fingering uses 
two triad blocks -- a major triad above a minor triad to form the minor 11 arpeggio.

Tom Harrell, solo on “Joy Spring.” Transcribed by Bert Ligon. This example demonstrates an arpeggio with diatonic passing tones. The 
underlying skeleton is a G flat major 7 arpeggio, which can be fingered by stacking a minor triad a major third above the tonic pitch.
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It is my sincere hope that by incorporating these techniques, double bassists can gain the skills to improvise with the freedom and 
facility that these masters possess.

Craig Butterfield is an associate professor of double bass and jazz studies at the University of South Carolina. Comfortable 
in many styles of music, Butterfield has performed extensively as a jazz artist as well as a classical soloist and clinician. 
During 2004 and 2005, he toured with the legendary jazz trumpet player Maynard Ferguson and recorded with Ferguson 
on the CD MF Horn 6. He has been a guest artist at the San Miguel International Jazz Festival in Mexico as well as the 
Ollin Kan World Music Festival in Mexico City. He has three recordings as a soloist published with Centaur and Summit 
records.

The American String Teacher features two Teaching Tips per issue (one for K-12 
and one for studio teachers). This is a good opportunity to share your “teaching 
tips” with your peers, professionals, and other teachers. Please submit your articles 
to Mary Wagner, articles editor, at mscello@cox.net. Don’t let this opportunity pass 
you by to share your ideas for teaching based on personal experience. Please limit 
to 750 to 1,500 words. Thank you!

Share With Us -	Teaching	Tips	Times Two!



www.astaweb.com | 43 



44 | American String Teacher | February 2014

Vibrato is an essential musical element in string instrument playing that enhances and facilitates expressive performance. However, 
the acquisition of a beautiful vibrato remains one of the most difficult skills for a young string player to obtain and for instructors to 
teach. There are many reasons that vibrato is a difficult skill to master. The vibrato motion is complex and only can be executed if the 
fundamental instrument position and left-hand position are established. Aspects such as appropriate rate, width and purported pitch 
center are frequently debated (Fischbach, 1998; Gillespie, 1996) and disagreement precludes a universal method for teaching vibrato. 
 In recent years, a team of researchers, including John Geringer, Michael Allen and myself, embarked on a systematic investigation 
that explored some of the central issues debated by string pedagogues. Through a series of investigations, we explored elements of string 
players’ vibrato, including pitch center, continuity, initial direction of motion, finger employed, positions/pitch register, dynamic level, 
instrument type and performers’ experience level. Although many questions remain, results from these studies provide interesting 
information to teachers that may be beneficial when describing and designing instruction relative to vibrato. In this article, I will review 
the research conducted during the last century relative to vibrato performance practice and provide some research-based applications 
for the studio and classroom. 

Pitch Center
 Pedagogues and artists hold one of three views relative to the pitch center of string vibrato: (1) the frequency of the vibrato 
oscillates from the in-tune pitch and below (Applebaum, 1986; Fischer, 1997; Galamian, 1962; Hamann & Gillespie, 2004; 
Lucktenberg, 1994) (2) the frequency of the vibrato oscillates primarily from the in-tune note and above (Casals, as cited by 
Applebaum, 1986) and (3) the frequency of the vibrato oscillates equally above and below the conceived pitch (Doscheck, 1968; 
Joelson, 1964; Mantel, 1972; Rolland, Mutchler, & Hellebrandt, 2000; Young, 1999). Interestingly, there is research that can be found 
to support each of the above claims. However, only one study found that the vibrato oscillated from the pitch and below (Fletcher 
& Sanders, 1967). It is important to note that this study measured the pitch of only one violinist, and close inspection of the pitch 
measurements in the study revealed that the open strings were slightly flat and the pitches were compared to equal temperament, which 
may explain how the vibrato occurred primarily below the pitch. The majority of research in this area suggests that the frequency of the 
vibrato oscillates equally above and below the conceived pitch (see Table 1). 

ACHIEVING AN ARTISTIC 

by Rebecca B. MacLeod

APPLICATIONS OF RESEARCH TO THE CLASSROOM

Violin     Vibrato
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Table 1 

Research Results from Investigations of Vibrato Pitch Center

Researcher Year Pitch 
Center Reference Pitch

Fletcher, Blackham, Geertsen 1965 above equal temperament 
Papich & Rainbow 1974 above equal temperament/pythagorean
Papich & Rainbow 1975 above individual’s non-vibrated pitch
Fletcher & Sanders 1967 below equal temperament
Seashore 1932 around listener perception
Small 1936 around equal temperament
Shackford 1960 around reference tone
Brown & Vaughn 1996 around listener perception
Geringer & Allen 2004 around individual’s non-vibrated pitch
Geringer, Allen, & MacLeod 2005 around individual’s non-vibrated pitch
Allen, Geringer, & MacLeod 2009 around individual’s non-vibrated pitch
Geringer, MacLeod, & Allen 2010 around listener perception 
Geringer, MacLeod, & Ellis 2012 around listener perception/performance

 In an attempt to measure vibrato pitch accurately, researchers have used a variety of measurement methods, including comparisons 
to equal-tempered tuning, Pythagorean tuning, the performer’s own non-vibrated tone to the same performer’s vibrated tone, and 
listener perception (see Table 1). Frequently, performers and teachers will question me about the difference between equal temperament 
and Pythagorean tuning, hypothesizing that the outcome of these research studies is dependent on the tuning system that served as the 
reference for comparison. It is important to understand that string players do not completely conform to either equal temperament 
or Pythagorean tuning (Loosen, 1993; Nickerson, 1949). Given the fact that the average width of a vibrated tone ranges from 30 to 
50 cents, differences that may be attributed to the use of Pythagorean or equal temperament as a reference would be rather small. See 
Table 2 for a comparison of equal-tempered and Pythagorean tuning.

Table 2

Intervals Analyzed in Excerpt: Relationships between Pythagorean and Equal Temperament

Interval Cent Values of Pythagorean Relative to Equal Temperament

Major Intervals:
Second  +4
Third  +8
Perfect Fourth   -2
Perfect Fifth  +2
Sixth  +6
Seventh  +10

Minor Intervals:
Second   -10
Third   -6

 Regardless, in an effort to be precise, researchers have made comparisons utilizing a variety of approaches. Perhaps the most 
convincing of these methods (see Figure 1a) was the comparison of an individual’s straight tone to that same individual’s vibrated tone 
of the identical pitch (Allen, Geringer, & MacLeod, 2009; Geringer & Allen, 2004; Geringer, Allen, & MacLeod, 2005; Papich & 
Rainbow, 1975). In these four studies, the performers played the intended pitch with no vibrato, then immediately vibrated that same 
note, eliminating the need to conform to a specific tuning system thus enabling a direct comparison to the performer’s conceived pitch. 
Three out of these four studies found that the vibrato oscillated both above and below the pitch center (Allen, Geringer, & MacLeod, 
2009; Geringer & Allen, 2004; Geringer, Allen, & MacLeod, 2005). The mean of the vibrato portion was found to be nearly identical 
to the mean of the non-vibrato portion.
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Figure1a. Representation of artist performing F#4 
with no vibrato and then with vibrato. Mean 
frequency of both portions is approximately 370 Hz.

 Listener perception has been another 
means utilized to assess the perceived 
pitch of vibrato (Brown & Vaughn, 
1996; Geringer, MacLeod, & Allen, 
2010; Geringer, MacLeod, & Ellis, 2012; 
Seashore, 1932). Researchers attempted 
to identify where musicians perceived 
the center of pitch in the vibrato by 
comparing non-vibrated tones to vibrated 
tones in a paired comparison format where 
listeners heard a straight tone followed by a 
vibrated tone and were asked whether the 
second tone was the same, higher or lower 
(Brown & Vaughn, 1996; Geringer et al., 
2010). Listeners perceived examples where 
the center of the vibrato tone was aligned 
with the straight tone as the same in pitch. 
To more accurately measure musicians’ 
perception of pitch center, Geringer, et 
al. (2012) conducted a two-part study. In 
the first portion of the study, musicians 
manipulated a straight tone using a dial 
to match a vibrated tone. We found that 
the musicians in this study tuned the dial 
to the center of the vibrato tone. In the 
second portion of the study we allowed 
string performers to use their instruments 
to match their own straight tone to 
the pre-recorded vibrato tone. Again, 
participants chose to perform a pitch that 
was close to the center of the vibrato tone 
(Geringer, et al., 2012).  

Vibrato Rate
Vibrato rates observed in empirical 
research range from 4 Hz to 10 Hz with 
mean rates falling between 5 Hz and 7 
Hz (see Table 3). There are a number of 
contextual variables that may influence 
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vibrato rate, including pitch register (Allen et al., 2009; MacLeod, 2008), dynamics (Cheslock, 1931; MacLeod, 2008; Reger, 1932), 
instrument type (MacLeod, 2008) and the experience level of the performer (Geringer, et al., 2005; MacLeod, 2008). Many teachers 
and performers speculate that vibrato rates may differ between solo and ensemble play, although limited research has directly explored 
this claim (Papich & Rainbow, 1974).  

Table 3

Research Results from Investigations of Vibrato Rates

Researcher Year Instrument Rate Experience Level

Cheslock 1931 Violin 6.40 Hz Adult
Cheslock 1931 Violin 6.50 Hz Professional Soloists

Elman 6.40 Hz
Heifetz 6.70 Hz
Kreisler 6.20 Hz

Hollinshead 1932 Violin 7.00 Hz Professional Soloists
Reger 1932 Violin 6.92 Hz Professional Soloists
Reger 1932 Violist 6.10 Hz Professional Soloists
Reger 1932 Cellist 6.28 Hz Professional Soloists
Small 1936 Violin 6.30 Hz Professional Soloists
Fletcher & Sanders 1967 Violin 6.00 Hz College Concertmaster
Papich & Rainbow 1974 Double Bass 4.00 Hz College
Thibeault 1997 Double Bass 5 – 7 Hz Professional Soloists
Mellody & Wakefield 2000 Violin 5.90 Hz Amateur
Geringer & Allen 2004 Violin/Cello 5.50 Hz High School/College
Allen, Geringer, & MacLeod 2009 Violin 6.20 Hz NY Philharmonic
MacLeod 2008 Violin 6.63 Hz Professional Soloists
MacLeod 2008 Violin 5.68 Hz High School/College
MacLeod 2008 Viola 5.43 Hz High School/College
MacLeod 2010 Violin 6.63 Hz Professional Soloists

Bell 6.24 Hz
Perlman 6.46 Hz
Mutter 6.73 Hz
Midori 7.10 Hz

 I examined the vibrato of 40 university and high school violin and viola players and found that both university and college 
students performed with a faster vibrato in seventh position compared to first position (MacLeod, 2008). Given that the performers 
were musicians in training, we commenced a second study involving a former concertmaster of the New York Philharmonic to verify 
whether the difference in rate between positions was acceptable or the result of a developing vibrato that lacked control (Allen, et 
al., 2009). The results of the case study were similar to the results that I found with students. The professional violinist’s vibrato was 
faster in sixth position (6.3 Hz) than in first position (5.7 Hz). However, this study required the artist to perform a range of technical 
exercises with vibrato limiting expressive musical decisions that may have impacted the vibrato motion. These results prompted yet 
another investigation to explore whether musical context might provide a different outcome to the same research question (MacLeod, 
2010). Recordings of four violin soloists (Joshua Bell, Itzhak Perlman, Anne Sophie Mutter and Midori) performing the opening of 
the Bruch violin concerto were analyzed to ascertain whether pitch register impacted their vibrato rate. The artists in this study did not 
increase the rate of the vibrato in higher positions. 
 Researchers have explored the relationship between dynamic level and vibrato rate, and results have been mixed. A few studies 
have shown that the vibrato rate increases slightly during forte passages compared to piano passages (MacLeod, 2008; Reger, 1932). In 
contrast, other research has shown no relationship or change of rate between loud and soft passages (Cheslock, 1931; MacLeod, 2010). 
It seems that there are additional variables that may be affecting the vibrato rate and it is not possible to generalize the results of these 
studies to vibrato performance at this time.
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 Overall, professional artists and soloists appear to vibrate with a faster vibrato than less experienced players and ensemble players. 
In 1931, Cheslock investigated the vibrato of Elman, Heifetz and Kreisler. The vibrato rates found in that study are similar to the rates 
performed by Bell, Perlman, Mutter and Midori during the Bruch violin concerto. It remains unclear whether the difference between 
the rates displayed in Table 3 are due to experience level, musical context or ensemble versus solo players. 

Vibrato Width
Most pedagogues agree that an appropriate vibrato width is around one quarter tone or 50 cents (Doscheck, 1968; Fischbach, 1998; 
Lucktenberg, 1994; Rolland, 2000). Deviations from this recommendation seem to pertain to specific musical contexts. For instance, 
some research has found that vibrato width varies more than any other characteristic of vibrato to create expressivity. Vibrato is 
typically wider during forte passages and narrower during piano passages (Allen, et al., 2009; MacLeod 2008, 2010). More experienced 
players appear to use a wider vibrato than less experienced players (MacLeod, 2010) (see Table 4). Vibrato is generally wider musically 
when performing in higher positions compared to lower positions (Allen, et al., 2009; MacLeod, 2008, 2010; Papich & Rainbow, 
1974) and violin vibrato has been measured as wider than viola vibrato, approximately 4 cents wider in first position and 14 cents 
wider in seventh position (MacLeod, 2008). 

Table 4

Research Results from Investigations of Vibrato Widths

Researcher Year Instrument Width Grade Level

Hollinshead 1932 Violin 52 c Professional
Reger 1932 Violin 48 c Professional Soloists
Reger 1932 Violin 38 c Students
Reger 1932 Violin 42 c Teachers
Reger 1932 Violin 48 c Professional Soloists
Small 1936 Violin 44 c Professional Soloists
Mellody & Wakefield 2000 Violin 15 c Amateur
Geringer & Allen 2004 Violin/Cello 30 c High School/College
MacLeod 2008 Violin 47 c High School/College
MacLeod 2008 Viola 38 c High School/College
Allen, Geringer, & 
MacLeod 2009 Violin 74 c NY Philharmonic

MacLeod 2010 Violinists 63 c Professional Soloists
Bell 61 c
Perlman 63 c
Mutter 68 c
Midori 60 c

 Solo artists’ vibrato appears to be wider than a quarter tone, as seen in Table 4. The four violin artists that I investigated in 2010 
varied the width of the vibrato substantially throughout the opening of the Bruch violin concerto for expressive purposes. Interestingly, 
the vibrato width was much wider in higher positions overall. Notes with a frequency above A5 generally produced a wider vibrato (M 
= 68 cents) than notes in the lower register (M = 55 cents). The minimum vibrato width performed was 24 cents and the maximum 
was 129 cents, more than a semitone. Both minimum and maximum widths were performed during tones in the upper register. The 
results from this study appear to be consistent with the results from the case study involving the New York concertmaster as well as 
studies from the 1930s.  

I Just Want to Know How to Teach Vibrato
At this juncture it seems appropriate to ask how any of this information can have a positive impact on the design of instruction. 
To answer that question, I would like to direct our attention to the traits of professional and artist level players and compare those 
characteristics to younger players. What are the main differences between a professional player’s vibrato and a young student’s vibrato? 
Further, what are the basic components of a beautiful vibrato? 
 The case study investigating the vibrato of the former concertmaster of the New York Philharmonic provides some important 
information that can help us identify the component motions of a violin vibrato (Allen, et al., 2009). In this study, a video-recorded 
performance of the concertmaster was slowed down so that the vibrato motion can be viewed at one-quarter of the original speed. The 
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slow motion video allowed us to observe the preparatory motion that initiates vibrato as well as other important elements.
 The slow motion video revealed that the first knuckle joint of each left-hand finger was flexible, allowing for a forward and backward 
motion around the center of pitch (see Figure 2a). Furthermore, the left-hand fingers were placed on the string such that the fingernail 
faced towards the G-string side of the bridge. The left-hand fingers contacted the string on the “inside,” or thumb side of the finger, 
not through the center of the pad of the finger. Additionally, there was a preparatory motion that preceded the initiation of the vibrato, 
where the base knuckle of the index finger was released from the neck of the violin, allowing the hand freedom to execute the vibrato. 
This preparatory motion is essential to a vibrato that is balanced and free of tension (see Figure 2b).
 In 2005, Geringer, Allen and MacLeod investigated the pitch center, initial direction of vibrato motion and continuity between 
slurs of high school and university violin and cello players. The results of this study revealed no pattern to the direction by which 
vibrato was initiated -- performers either moved forward or backward in pitch to initiate the vibrato, and university players stopped 
vibrating during slurs for about .42 seconds while the high school students stopped vibrating for .5 seconds. Elements of this study 
were replicated in the case study of the former concertmaster of the New York Philharmonic (Allen, et al., 2009). The concertmaster 
was asked to perform the same exercises that had been performed by the university and high school students in the previous study. 
Interestingly, his vibrato motion stopped for .33 seconds, less time when compared to the less experienced players in the previous 
study. Additionally, close inspection of the tones revealed that the concertmaster only stopped vibrating at the end of the tone and 
immediately reinitiated vibrato at the start of the subsequent tone (see Figure 1b), whereas the less experienced players stopped 
vibrating on both sides of the vibrato tone as they changed fingers. Exercises that encourage continuity in vibrato during slurred 
passages are important in developing a more professional vibrato. 

Figure 1b. Representation of slur pattern using fingers 1 and 3. Duration 
of non-vibrato portion is approximately .39 seconds for the 1st to 3rd finger 
transition, and approximately .41 seconds for the 3rd to 1st finger transition.

Teaching Vibrato from the First Year
Much of the research reinforces activities that pedagogues have 
been promoting for years. Below is a step-by-step approach that 
promotes the acquisition of a beautiful and artistic violin vibrato:

1.	 Establish	and	reinforce	proper	instrument	position	
from	the	first	lesson.	It is essential for the student to hold the 
instrument on the shoulder correctly. A proper shoulder position 

is one where the instrument is supported on the collarbone, is relatively parallel to the floor, and the end button is slightly to 
the left of the hollow of the student’s throat. All the joints are flexible from the shoulder to the fingertip and the instrument can 
be supported without the help of the left hand for short periods of time. Shoulder rests, shoulder pads or raised chin rests are 
all helpful tools for establishing the proper shoulder position. Each student is different, so flexibility is required to help find the 
correct position for each individual. 

2.	 The	left	hand	must	be	balanced	and	free	of	tension. Violinists’ and violists’ left-hand position has three points of contact or 
“touch points” that allow for box shaped fingers. Most teachers will identify the base knuckle joint of the index finger on the left 
hand as the first point of contact. This is an effective starting point. However, hand size and finger length vary from person to 
person and the ultimate goal is for the fingers to create a box shape. This may require a touch point that is slightly higher or lower 
than the base knuckle joint. The second touch point is the pad of the finger. The observations from the Allen et al. 2009 study 
show that the first three fingers should contact the string on the inside or thumb side of the finger while the fourth finger contacts 
the string through the center of the finger pad. The third touch point is the thumb. Teacher and performer recommendations 
regarding the position and location of the thumb vary. The most important element is that the thumb is loose through the joints 
into the wrist. It also is important to establish the appropriate amount of space between the neck of the instrument and the hand. 
 One strategy that helps determine where the students should touch the thumb to the neck of the instrument is to have them 
hold their hand naturally without the instrument, mimicking the left-hand position for violin. Have the student create a box with the 
index finger and draw a line on the base knuckle at the precise location that creates the correct box shape. Then draw a corresponding 
line on the thumb that is aligned with the mark on the student’s index finger. This process will allow for a balanced hand shape on the 
instrument. 

3.	 Begin	pre-vibrato	activities	during	the	first	year	of	instruction. While the left hand is being established, pre-vibrato activities can 
commence. Students are able to begin developing flexible first knuckle joints during the first year. Figure 2a demonstrates an activity 
that promotes flexibility in the first knuckle joint of each finger. Have the student create a circle with his or her index finger and thumb. 
Then ask the student to practice straightening and bending the first knuckle joint. This exercise should be repeated with each finger. 
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4.	 Transfer	the	flexible	knuckles	to	the	instrument. This exercise is performed on the body of the instrument prior to performing 
on the string. Align the student’s left hand on the body of the instrument so that the finger being practiced is lightly touching 
the neck and the fingernail is facing the bridge. The violin fingerboard will provide a physical guide as the student practices the 
backward motion with a flexible first knuckle joint (see Figure 2b). This will reduce the tendency for the hand to have extra 
twisting motion. 

5.	 Practice	disengaging	the	base	knuckle	of	the	index	finger	prior	to	moving	the	vibrato	to	the	strings. It is important for the 
student to release the base joint of the index finger from the side of the instrument for two reasons: (1) disengaging the index 
finger allows for a small space to exist between the index finger and the neck of the instrument so that the hand can “wave” and (2) 
opening the thumb joint of the hand frees the hand of tension so that it can “wave” smoothly (see Figure 2d).

6.	 Include	activities	that	promote	both	a	forward	and	backward	motion.	Although the vibrato pitch does not actually vibrate 
exclusively from the pitch and below, exercises that promote this motion are very effective when teaching vibrato. Some method 
books notate an exercise from the pitch to a half-step below and this backwards motion is an excellent activity that promotes 
flexibility in the left-hand first knuckle joint (Allen, Gillespie, & Hayes, 2000). Pairing this flattening exercise with a forward 
motion recommended by Rolland in the Teaching of Action in String Playing allows the student to practice both aspects of a correct 
vibrato motion. Paul Rolland recommends tapping activities on the instrument where the left hand propels forward using a 
swinging motion from the wrist (see Figure 2e). 

7.	 Combine	the	forward	and	backward	motion	into	one	motion. Have students “polish their strings.” With the thumb in the heel 
of the neck, place the second finger directly over the thumb without any weight in the string and have the students move their 
second finger back and forth, first with a very wide motion that gets smaller until they are simulating a vibrato motion (see Figure 
2f ). Repeat this activity with all four fingers. 

8.	 Simulate	the	bowing	motion	in	the	air	prior	to	attempting	the	first	vibrato	motion	with	the	bow	on	the	string. Before 
combining the right and left hand together during vibrato, it is helpful to have the student bow in the air using a vertical motion. 
Left-hand and right-hand independence are important and younger players frequently have trouble executing a smooth bow arm 
during initial vibrato activities. Bowing in the air or having students participate in partner activities where one student vibrates the 
left hand while another student bows for him can be both fun and helpful.

9.	 Practice	the	vibrato	motion	with	a	metronome.	The final step to achieving a beautiful vibrato is correct repetition with the 
use of a metronome. Students should set the metronome at 60 bpm and begin vibrating from the pitch and below using eighth 
notes grouped in two, followed by triplets, sixteenth notes and finally a natural vibrato motion. Careful rhythmic practice will 
create a vibrato over which the student has some level of control that will enable them to utilize their vibrato for expressive 
purposes. 

Conclusions
Everyone should have the opportunity to learn to vibrate with a beautiful sound. While the research information provided in this 
article may be helpful in designing instruction and speaking about vibrato with accuracy, many of the activities I recommend 
have been used by pedagogues for years. In fact, the majority of research reinforces the strategies that we currently use. The most 
common barrier that students face when attempting to vibrate is improper set up. Careful attention to proper instrument and left-
hand position along with a step-by-step approach that is introduced early in the instructional process will facilitate student success 
in acquiring a beautiful vibrato. 
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The Evolution of Eclectic Styles 
at ASTA

The American String Teachers 
Association (ASTA) produced its 
very first professional gathering 
of string educators (then called 
a “symposium”) at the Eastman 
School of Music in October 2000. 
It was entitled “String Teaching and 

Learning in the 21st Century.” A 
topic of interest and discussion was the 

integration of additional styles of music 
into the typical string curriculum.

“What was brought to ASTA’s attention at that time was the 
need to recognize, indeed to validate, some string traditions 
heretofore considered less ‘legitimate’ than classical. There was a 
consensus that the new century is bringing greater recognition 
and confluence throughout the music world, and that ASTA, 
as a professional educational body, needs to acknowledge and 
lead in this area.” (A. Dabczynski, personal communication, 
February 20, 2001)

 After the symposium, ASTA formed its first committee 
to address these facets of string playing and teaching. Invited 
to serve were Julie Lyonn Lieberman, violinist, improvising 
musician, vocalist and author; Renata Bratt, cellist, improvising 
musician, educator, composer and recording artist; Matt 
Glaser, violinist and chair of the string department at Berklee 
College; Stanley Chepaitis, violinist, jazz musician, conductor 
and professor of violin and viola at Indiana University of 
Pennsylvania; all chaired by Andrew Dabczynski, violist, 
educator and currently a music professor at Brigham Young 
University. The committee was charged with the job of creating 
the first ASTA “Alternative Styles” Solo String Competition 
(Dabczynski, 2001).
 News of the string education world’s newly-validated interest 
in learning about “Alternative Styles” was catching wind in 
other arenas. The now-defunct International Association for Jazz 
Education (IAJE) hosted a panel at its April 2000 conference 
entitled, “How to Make Strings a Part of Every Jazz Program.” 
It was moderated by then-IAJE President-Elect David Baker, 
pioneer jazz educator, cellist and chair of the Jazz Department 

at Indiana University. Included on the panel were Darol Anger, 
jazz/ bluegrass violinist, composer and educator; Glenn Basham 
(professor of violin at the University of Miami; Martin Norgaard, 
jazz violinist and assistant professor of music education at Georgia 
State University; Bert Ligon, composer, jazz musician and music 
professor at University of South Carolina; Bratt, and Lyonn 
Lieberman (Bratt, 2000).
 In March 2003, ASTA hosted its first standalone national 
conference in Columbus, Ohio. The conference touted a cutting-
edge (and well-received) Alternative Styles Track, which included 
an Alternative Styles Competition for soloists, as planned by the 
ASTA committee listed above. ASTA with NSOA’s then-President 
David Littrell was thrilled:

“American string teaching was forever changed when Dr. 
Shinichi Suzuki’s students performed at the 1964 MENC (Music 
Educators National Conference). Dr. John Kendall, who received 
the Paul Rolland Lifetime Achievement Award at our 2003 
ASTA National Conference, spoke at that MENC event 39 years 
ago: ‘There are moments in history when a place, a time, a man, 
and an idea converge to produce results of great significance.’ 
The inclusion of an alternative styles track, and the energy level 
sensed in the attendees at this first standalone conference makes 
me predict that a similar change occurred in string teaching and 
playing in March 2003 at our ASTA with NSOA National 
Conference, ‘Celebrating Strings: All Together Now!’” (p.14)

 From 2003-09, ASTA maintained an official Alternative 
Styles Committee made up of educators, performers and experts 
from all regions of the United States, and hosted an Alternative 
Styles track (including an Alternative Styles Competition every 
other year) at each yearly national conference. The annual 
ASTA National Orchestra Festival also included opportunities 
for participating orchestras to experience Alternative Styles 
instruction by the nation’s leading clinicians, who gathered yearly 
for the conference.
 In 2010, ASTA decided to phase out the usage of the title 
“Alternative Styles” and instead use the title “Eclectic Strings.” So, 
why the change? 
 2011 ASTA President Kirk Moss said, “Alternative implies 
the follow up of to what? Also, when Googling Alternative 
Styles, the top responses are not pages on fiddle, rock, jazz and 
everything else; there are many other things that could be implied 

Tossing 
Eclectic Strings 
into the National Ring

by Elizabeth Fortune
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or described by this term” (K. Moss, personal communication, 
July 19, 2010).
 ASTA realizes that while Eclectic Strings may be a better 
term for this strand of string music education, it is not perfect. 
2012 ASTA President Bob Phillips explained, “Eclectic Strings 
is better but isn’t really the ultimate term either. No one 
has really coined the perfect term yet” (B. Phillips, personal 
communication, July 14, 2010).
 In 2011, ASTA officially defined Eclectic Strings as 
“the playing of musical styles appropriate for bowed and 
strummed string instruments derived from a broad range of 
sources (including classical) for individual instrumentalists and 
ensembles.” (E. Fortune, personal communication, October 3, 
2011). The once-Alternative Styles Committee is now called the 
Eclectic Strings Committee.

Tossing Eclectic Strings into the National Ring
In 2010, ASTA also decided to revamp the Eclectic Strings 
offerings at conferences to include an annual Eclectic Strings 
Festival (ESF), which existed as a stand-alone event in 2011, 2012 
and 2013, serving both Eclectic Strings ensembles and soloists. 
All three years of the ESF were successful and proved that there is 
indeed a draw and a need for such offerings.
 In a continued effort to validate Eclectic Strings and 
improve the ESF, the ASTA Board of Directors and the Eclectic 
Strings Committee went back to the drawing board. What 
has emerged is a truly groundbreaking partnership, pairing 
the Eclectic Strings Festival with ASTA’s prestigious National 
Orchestra Festival (NOF).
 The newly titled National Eclectic Strings Festival (NESF), 
will debut at the 2015 ASTA National Conference in Salt Lake 
City, Utah. The NESF will serve middle and high school students* 
in string and full concert orchestras performing an eclectic styles 
program, guitar ensembles and eclectic styles groups.
 For the festival, Eclectic Strings repertoire is defined as 
music that is not traditionally performed by an orchestra and can 
include genres such as fiddling, jazz, rock, mariachi, pop, movie 
or Broadway music. There will be a panel of expert adjudicators, 
and judging will be done separately from the other NOF tracks 
with a first, second and third place awarded.
 *The 2012 and 2013 ESF included a competition track for 
soloists and college-aged students. While these categories are not 
yet included in the NESF, ideas are currently being discussed for 
their inclusion in future festivals.
 Groups will be offered the choice of participating in either 
a competitive or non-competitive track. In addition, groups will 
receive a private, hands-on clinic with a leading Eclectic Strings spe-
cialist. As with NOF, participants will be invited to attend any of 
the 180 national conference sessions and admittance to the Exhibit 
Hall, featuring the latest string and orchestra products and services. 
Participating ensembles will receive national recognition in ASTA 
eNEWS, American String Teacher and on the ASTA website.  

Be a Part of the Inaugural National Eclectic Strings Festival
There appears to be a growing number of string specialists and 
orchestra directors nationwide who are not only creating full-
fledged eclectic styles ensembles at their school/institution, 
but also are programming full concerts of eclectic styles music 
with their concert ensembles. There is a growing interest in 

learning how to integrate more eclectic styles into a typical string 
curriculum. Jonathan Glawe, director of the award-winning 
orchestra program at Pioneer High School in Ann Arbor,  
Michigan said there are great benefits associated with preparing 
students in a concert ensemble to perform a whole concert of 
eclectic styles music.   

“Preparing a full concert of eclectic styles repertoire can be one 
way to provide a deeper understanding of different musical styles 
within your curriculum. I see it no differently than programming 
a fall chamber strings concert that focuses on the great string 
serenades like Dvořák, Elgar and Tchaikovsky. It is simply a 
way to celebrate a style (or genre) of music for what it is -- an 
exploration of a musical art form that deepens appreciation.” (J. 
Glawe, personal communication, January 13, 2014)

 There are myriad published eclectic styles pieces available 
at all levels. ASTA wants to provide eclectic styles experiences 
to as many string students and teachers as possible through 
NESF. ASTA President Bob Phillips said he is excited about the 
innovation of inviting concert ensembles to perform eclectic styles 
music at the NESF.

“The NESF is a wonderful opportunity for traditional string or 
full orchestras to participate in a festival that will allow them to 
play non-traditional repertoire. They can add guitars and electric 
instruments if they want to. The repertoire can include rock, 
fiddling, jazz, Broadway, movie or world music. The repertoire 
choices are unlimited. What a great way to participate in a 
nationally-known festival but play a non-traditional program. 
Directors can be as creative as they want. What I love about this 
festival is that it can be programmed into to a regular concert 
period at school. This makes it so easy to prepare. Bring your 
school orchestra but just rehearse different music.” (B. Phillips, 
personal communication, January 13, 2014)

 Aside from the outstanding learning opportunities offered 
to our students, an anticipated byproduct of this partnership 
between the NOF and the NESF is increased validation of 
eclectic styles in the string music education world. String 
educators have so much to gain by participating in eclectic strings 
instruction. This has the potential to reinvigorate string programs 
nationwide. There is no better time to adopt a more inclusive, 
eclectic view of string music education and no better vehicle for 
this than participating in NESF.  
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Arizona State University, 
School of Music
Margaret Schmidt, Asst. Professor
PO Box 870405
Tempe, AZ 85287-0405 
Fax: (480) 965-2659 
marg.schmidt@asu.edu 
www.music.asu.edu  

ASU Herberger 
Institute for Design
PO Box 872102
Tempe, AZ 85285 
Phone: 480-965-0050 

Berklee College of Music
Melissa Howe, String Dept. Chair
1140 Boylston St.
Boston, MA 02215 
Phone: (617) 747-2572 
mhowe@berklee.edu  
www.berklee.edu/summer  

Camp Encore-Coda
James Saltman, Director
32 Grassmere Rd.
Chestnut Hill, MA 02467-3644 
Phone: (617) 325-1541 
jamie@encore-coda.com  
www.encore-coda.com  

Chapman University, 
Conservatory of Music 
One University Dr.
Orange, CA 92866 
Phone: (714) 997-6871 
Fax: (714) 744-7671 
silberma@chapman.edu  
www.chapman.edu/music  

Cleveland Institute of Music 
Adrian Daly, Dean
11021 East Blvd.
Cleveland, OH 44106 
Phone: (216) 791-5000 ext. 587 
Fax: (216) 791-1530 
admission@cim.edu  
www.cim.edu  

Colorado Mesa University
Carlos Elias
1100 North Ave.
Grand Junction, CO 81501 
Phone: (970) 248-1181 
Fax: (970) 248-1159 
celias@coloradomesa.edu  
www.coloradomesa.edu/music  

Colorado State University
Jennifer Clary 
1400 Remington St.
Fort Collins, CO 80525 
Phone: (970) 491-5999 
Fax: (970) 491-7541 
jennifer.clary@colostate.edu – main 
Richard.frey@colostate.edu – summer camps
www.uca.colostate.edu 
www.artsoutreach.colostate.edu – summer camps 
Summer	Camps:

College Preparatory Music Academy
June 1-4 

Summer Conducting Seminar
July 3-19

Organ Week
June 8-13

 
Community Music School 
of Tradition, LLC
Diane Hope Float
11777 SW Bennington Cir.
Port Saint Lucie, FL 34987 
Phone: (772) 345-2933 
4violins@gmail.com 
 
Connetquot School District
Jon-Michael Lasher
190 Seventh St.
Bohemia, NY 11716 
Phone: (631) 244-2221 
Fax: (631) 244-2397 
jlasher@ccsdli.org  
www.ccsdli.org  

Crooked Tree Arts Center 
Robert Dudd, Dir. Of Education Programs 
461 E. Mitchell St.
Petoskey, MI 49770 
Phone: (231) 347-5720 
Fax: (231) 347-5414 
robert@crookedtree.org  
www.crookedtree.org  
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Crooked Tree Summer Strings I
June 17-July 2
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July 8-30

DePauw University
Corinna Nash-Wnuk, Office of Admission
204 East Seminary St.
Greencastle, IN 46135 
Phone: (765) 658-4118 
Fax: (765) 658-4007 
corinnanashwnuk@depauw.edu  
www.depauw.edu/music  

Duquesne University, Mary 
Pappert School of Music
Dr. Edward Kocher, Dean
600 Forbes Ave.
Pittsburgh, PA 15282-0001 
Phone: (412) 396-6082 
Fax: (412) 396-5479 
ingold@duq.edu  
www.music.duq.edu  

East Tennessee State 
University, School of Music
Cherylonda Fitzgerald
PO Box 70661
Johnson City, TN 37614-1701 
Phone: (423) 439-4270 
Fax: (423) 439-4290 
fitzgerc@etsu.edu  
www.etsu.edu/music  

French Woods Festival of 
the Performing Arts
Brian Worsdale
PO Box 770100
Coral Springs, FL 33077 
Phone: (347) 813-0102 
Fax: (954) 346-7564 
brian@frenchwoods.com  
www.frenchwoods.com  

Georgia State University, 
School of Music 
Steven Harper
75 Poplar St., 5th Fl.
Atlanta, GA 30302-4097 
Phone: (404) 413-5953 
Fax: (404) 413-5910 
sharper@gsu.edu  
www.gsu.edu  

Idyllwild Arts
Diane Dennis, Registrar
PO Box 38
Idyllwild, CA 92549-0038 
Phone: (951) 659-2171 x2365 
Fax: (951) 659-4552 
summer@idyllwildarts.org  
www.idyllwildarts.org  
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Ithaca College of Music 
Townsend Plant
953 Danby Rd.
Ithaca, NY 14850 
Phone: (607) 274-3366 
Fax: (607) 274-3068 
tplant@ithaca.edu  
www.ithaca.edu/SMA  

The Juilliard School
Janet Kessin
60 Lincoln Center Plaza
New York, NY 10023 
Phone: (212) 799-5000 x207 
Fax: (212) 799-1993 
jkessin@juilliard.edu  
www.juilliard.edu  

Killington Music Festival 
Maria Fish
PO Box 386
Rutland, VT 05702 
Phone: 802-773-4003 
Fax: 802-773-1168 
kmfest@sover.net  
www.kmfest.org  
Summer	Camp:

Killington Music Festival
June 28-August 1 

 
Levine School of Music
Maria Mathieson, Dir. of Music Education
2801 Upton St., NW
Washington, DC 20008 
Phone: (202) 686-8000 x1101 
Fax: (202) 686-9733 
mmathieson@levineschool.org  
www.levineschool.org  

Marrowstone Music 
Festival, Seattle Symphony 
Youth Orchestra
Coltan Foster
11065 Fifth Ave. NE, Ste. A
Seattle, WA 98125 
Phone: (206) 362-2300 
Fax: (206) 361-9254 
marrowstone@syso.org  
www.marrowstone.org  
Summer	Camp:

Marrowstone Music Festival
July 27-August 10

 
McNally Smith 
College of Music 
Carolyn Salmanowicz
19 E. Exchange St.
Saint Paul, MN 55101 
Phone: (651) 361-3381 
Fax: (651) 291-0366 
carolyn.salmanowicz@mcnallysmith.edu  
www.mcnallysmith.edu  

Meadowmount 
School of Music  
Mary McGowan
1424 County Route 10
Westport, NY 12993 
Phone: (518) 962-2400 
Fax: (518) 962-2310 
admissions@meadowmount.com  
www.meadowmount.com  
Summer	Camp:

Summer Music Program
June 21-August 9

Music Center of L.A.
Jeri Gaile, Spotlight Awards
135 North Grand Ave.
Los Angeles, CA 90012-3013 
Phone: (213) 972-3345 
Fax: (213) 972-3399 
jgaile@musiccenter.org  
www.musiccenter.org/education  

NSO Summer Music Institute 
at the Kennedy Center
Carole J. Wysocki, Dir. NSO Education
PO Box 101510
Arlington, VA 22210 
Phone: (202) 416-8820 
Fax: (202) 416-4845 
cjwysocki@kennedy-center.org  
www.kennedy-center.org/smi  
Summer	Camp:

NSO Summer Music Institute
June 30-July 28

 
New Conservatory of Dallas
Oneida Cramer 
PO Box 743876
Dallas, TX 75374-3876 
Phone: (972) 503-8486 
Fax: (972) 239-3606 
ocramer@newconservatory.org  
www.newconservatory.org/CMITM  

Northern Kentucky University
Amy Gillingham
FA 253, 1 Nunn Dr.
Highland Heights, KY 41099 
Phone: (859) 572-1568 
Fax: (859) 572-6076 
gillinghaa1@nku.edu  
www.music.nku.edu  

Nyack College Library
1 South Blvd
Nyack, NY 10960-3698 

Rocky Ridge Music Center
Constance Cook Glen
840 Pearl St., Ste. Q
Boulder, CO 80302 
Phone: (970) 586-4031 
Fax: (866) 244-7107 
rrmc@rockyridge.com  
www.rockyridge.org  
Summer	Camps:

Young Artist Seminar (ages 15-24)
June 24-July 27

Junior Student Seminar 1 (ages 10-15)
June 10-22

Junior Student Seminar 2 (ages 10-15)
July 29-August 10

Early Music Festival & Workshop (adults)
August 20-24

Chamberre in the Rockies (adult)
August 14-18

Early Music Intensive (adult)
August 25-27

Adult Piano Seminar 1
May 31-June 4 

Adult Piano Seminar 2
June 4-8 

Sacramento Youth Symphony
Cathy Taylor
3443 Ramona Ave., Ste. 22
Sacramento, CA 95826-3833 
Phone: (916) 731-5777 
Fax: (916) 736-3874 
cathytaylor@sacramentoyouthsymphony.org
www.sacramentoyouthsymphony.org  
Summer	Camps:

Summer Chamber Music Workshop (half  day)
July 7-11

Summer Chamber Music Workshop (full day)
July 14-20

San Francisco 
Conservatory of Music
Laura Reynolds
50 Oak St.
San Francisco, CA 94102-6011 
Phone: (415) 503-6254 
Fax: (415) 503-6288 
smw@sfcm.edu  
www.sfcm.edu  
Summer	Camps:

Summer Music West: String & Piano Academy
July 7-18

Summer Music West: Chamber Music
July 21-August 1

Scherzo Music Studio
Inessa Sheyn, Director
458 Springfield Ave
Summit, NJ 07901 
Phone: (973) 551-7000 
mail@scherzostudio.com 
www.scherzostudio.com  
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Suzuki Association 
of the Americas
Pam Brasch, Executive Director
1900 Folsom, Ste. 101
Boulder, CO 80302-5719 
Phone: (303) 444-0948 
Fax: (303) 444-0984 
info@suzukiassociation.org  
www.suzukiassociation.org  

Temple University, Boyer 
College of Music and Dance
Kristi Morgridge
1715 North Broad St
Philadelphia, PA 19122 
Phone: (215) 204-6810 
Fax: (215) 204-5528 
music@temple.edu  
www.temple.edu/boyer  

Texas Christian University 
Charlene Smith, School of Music
PO Box 297500
Fort Worth, TX 76129 
Phone: (817) 257-7232 
Fax: (817) 257-5818 
c.smith3@tcu.edu  
www.music.tcu.edu  

University Enterprises 
Hornet Bookstore 
Suite 3900. 6000 J
Sacramento, CA 95817 
Phone: 912-278-7003 

University of Arizona, 
School of Music 
Rex A. Woods, Director
1017 N. Olive Rd.
Tucson, AZ 85721-0004 
Phone: (520) 621-7023 
Fax: (520) 621-1351 
rawoods@email.arizona.edu  
web.cfa.arizona.edu/music/  

University of Colorado at 
Boulder, College of Music
Fred Peterbark, Asst. Dean
301 UCB
Boulder, CO 80309 
Phone: (303) 492-4868 –main
(303) 492-6352 – summer camps
Fax: (303) 492-4724 
peterbar@colorado.edu  
www.colorado.edu/music  
www.colorado.edu/music/k-12/cu-summer-
music-academy
Summer	Camps:

Summer Music Academy-HS
June 15-20 

Summer Music Academy-MS
June 22-27

University of Nebraska 
at Kearney 
Ting-Lan Chen
2506 12th Ave.
Kearney, NE 68849 
Phone: (308) 865-8618 
Fax: (308) 865-8806 
chent1@unk.edu  
www.unk.edu  

University of Oklahoma, 
School of Music 
500 W Boyd, Rm. 138
Norman, OK 73019-2071 
Phone: (405) 325-2081 
Fax: (405) 325-7574 
oumusic@ou.edu  
www.music.ou.edu  

University of South 
Carolina, String Project
Gail Barnes
813 Assembly St.
Columbia, SC 29208-0001 
Phone: (803) 777-3389 
Fax: (803) 777-6508 
gbarnes@mozart.sc.edu  
www.music.sc.edu  
Summer	Camp:

Beyond the Notes String Chamber Music 
Workshop
June 8-14

University of Wisconsin 
- Eau Claire
Dr. Vanissa Murphy
Haas Fine Arts Center 156
Eau Claire, WI 54701 
Phone: (715) 836-4954 
musicandtheatre@uwec.edu  
www.uwec.edu/Mus-The/index.htm  

VanderCook College of Music
David F. Eccles
3140 S. Federal St.
Chicago, IL 60616 
Phone: (312) 225-6288 
Fax: (312) 225-5211 
deccles@vandercook.edu  
www.vandercook.edu  

Virginia Commonwealth 
University 
Susanna Klein, Dept. of Music
922 Park Ave.
Richmond, VA 23284-2004 
Phone: (804) 828-1798 
Fax: (804) 827-0230 
sbklein@vcu.edu  
www.orchestraprojectrva.com  
Summer	Camp:

Orchestra Project
June 22-27

Westminster College
Melinda H. Crawford Perttu, Music Dept.
319 S. Market St.
New Wilmington, PA 16172-0001 
Phone: (724) 946-7271 
Fax: (724) 946-6270 
perttumh@westminster.edu  
www.westminster.edu/music

The ASTA Institutional 
Membership Directory is 
published annually in the 
February issue of the American 
String Teacher. For information on 
institutional membership benefits, 
please visit www.astaweb.com, 
or contact Beth Danner-Knight at 
703-279-2113 x11.
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2014 Summer Workshops/
Conferences

Magic Mountain Music Farm—
Practice Marathon Retreats

June 1 - 16, June 28 - July 13

July 29 - August 12, August 16 - 31

Morris, New York
Contact: Burton Kaplan

Email: musicfarm@mindspring.com
Website: www.magicmountainmusic.org 
Phone: 212-662-6634
Fax: 607-263-9647
Faculty:

Burton Kaplan, Practicing-Interpreting-sight reading-all 
instruments
Additional retreat dates: March 9-16, October 11-18, 
January 2-17

See ad on page 9.

Michigan String Workshop
June 26 – 28

University of Michigan School of Music, Theater, & Dance
Ann Arbor, Michigan 48109-2085
Contact: Robin Myrick

Email: myrickr@umich.edu
Website: www.music.umich.edu/adultprograms
Phone: 734-936-2660
Fax: 734-647-0140
Faculty:

Michael Hopkins, University of Michigan
Bob Phillips, Alfred Music, ASTA president
Diana Gannett, University of Michigan 
Valerie Palmieri, Adrian College

See ad on page 43.

Illinois String & Orchestra 
Workshop

June 20 - 23

University of Illinois at Urbana-Champaign
Urbana, Illinois  61801
Contact: Nancy Boaz, Registrar

Email: nboaz@illinois.edu
Website: www.go.illinois.edu/isow
Phone: 217-333-1580
Fax: 217-244-4585
Faculty:

Louis Bergonzi, Professor of Music Education, Strings, 
University of Illinois
Bob Phillips, ASTA President, Director of String Publications/
Alfred Music
Linda Moorhouse, Director of Bands/University of Illinois (interim)

See ad on page 77.

Green Mountain Chamber Music 
Festival

June 22  -  July 19

University of Vermont
Burlington, Vermont 
Contact: Barbara Lawrence

Phone: 336-784-5128
Email: BLawrence@gmcmf.org  
Website: www.gmcmf.org
Faculty:

Violin: Kevin Lawrence, Stephanie Arado
Viola: Sheila Browne, Matthew Daline
Cello: Kurt Baldwin, Alexander Ezerman

See ad on page 43.

Strings Without Boundaries 
June 22 - 27

Georgia State University
Atlanta, Georgia

July 27 - August 1 

Lawrence University
Appleton, Wisconsin

July 13 - July 18 

Central Washington University
Ellensburg, Washington

Contact: Julie Lyonn Lieberman
Phone: 203-304-1238
Email: julielyonnmusic@gmail.com  
Website: www.stringswithoutboundaries.com
Faculty:

Darol Anger, American Fiddle Styles
Randy Sabien, Jazz Strings
Bruce Molsky, American Fiddle Styles
Matt Turner, Rock Strings, Classical Cadenza, Taqasim 
Martin Norgaard, Jazz Strings 

See ad on page 61.

C*ASTA Middle School String 
Camp 

July 16-19

Colorado Chapter of ASTA
Colorado Northwestern Community College

Rangely, Colorado
Contact: Alison Reifschneider or Kelly Benson
Phone: 720-420-5000
Email: castastringcamp@gmail.com
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Summer Workshops/
Conferences

Website: www.castastringcamp.com 
Faculty:

Alison Reifscheider - Camp Director
Kelly Benson - Camp Administrator / Cello
Ellen Ravnan - Music Director
Sandra Sundstrom - Violin
Michael Shaefer - Violin
Sarah Leggett - Violin
Lindsay Hayes - Viola
Jay Mcguffin - Bass

UW-Whitewater String Orchestra 
Camp

June 22 - 27

University of Wisconsin-Whitewater
Continuing Education Services
Whitewater, Wisconsin 53190

Contact: Benjamin Whitcomb
Phone: 262/472-5573
Fax: 262/472-5241
Email: Whitcomb@uww.edu
Website: www.camps.uww.edu
Faculty:

Benjamin Whitcomb, camp director, cello
Susan Chandler, conductor
Emanuele Andrizzi, director of orchestra
Leanne League, violin/viola
George Lindquist, guitar
Bradley Townsend, bass

See ad on page 10.

The Ohio State University String 
Teacher Workshop 

July 6 – 12

The Ohio State University
Columbus, Ohio  43210
Contact: Robert Gillespie/Julie Ellis

Phone: 614-292-2336
Fax: 614-292-2336
Email: Gillespie.5@osu.edu or ohiostatestw@gmail.com 
Website: http://www.music.osu.edu  
Faculty:

Robert Gillespie, director of string education/Ohio State 
University
David Becker, conductor and professor/Lawrence University 
Mark Wood, recording artist, performer
Bob Phillips, ASTA President, Alfred Music
Pam Phillips, Alfred Music 
Larry Clark, composer, author

See ad on page 64.
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New Books
String Syllabus Volume One, 2009 
Edition for Violin, Viola, Cello, Bass, & 
Ensembles; Alt. Styles now included! 
ed. David Littrell $39.99

Pedagogy
Violin

Basic Principles of Violin Playing 
by Paul Rolland $14.99

The Violin Guide by Stefan Krayk
$11.99

A Violinist’s Guide for Exquisite 
Intonation by Barry Ross, second ed.

$24.99

Viola
Playing and Teaching the Viola 
ed. Greg Barnes $49.99

A Violist’s Guide for Exquisite 
Intonation by Barry Ross $24.99

Cello
The Art of Cello Teaching 
by Gordon Epperson $14.99

Cellist’s Guide to the Core Technique 
by G. Jean Smith $19.99

Compendiums
String Syllabus Volume Two for Harp 
and Guitar ed. David Littrell $19.99

Music Medicine
Sforzando! Music Medicine for String 
Players ed. Anne Mischakoff Heiles

$11.99

Classroom & 
Orchestra
A Harp in the School: A Guide for 
School Ensemble Directors and Harpists 
ed. Chelcy Bowles $22.99

Orchestral Bowings and Routines 
by Elizabeth A.H. Green $21.99

The School Symphony Orchestra 
Experience: A Guide to Establishing a 
Full Orchestra in the Schools 
ed. Pamela Tellejohn Hayes $14.99

String Teaching in America: Strategies 
for a Diverse Society ed. Jane Aten

$22.99

Teaching Stringed Instruments in 
Classes by Elizabeth A.H. Green

$29.99

Resource
Basic String Maintenance: A Teacher’s 
Guide by Harold Turbyfill $21.99

Dictionary of Bowing and Pizzicato 
Terms ed. Joel Berman, Barbara G. 
Jackson, Kenneth Sarch $21.99

Miscellaneous
Alternative Styles In the Classroom 
DVD $19.99

Ultimate Strings, Vol. 1: Alternative 
Styles CD $9.99

Ultimate Strings, Vol. 2: 
Classical Virtuosity CD $9.99

Cello Drones CD $11.99

Research
Applying Research to the Teaching and 
Playing of Stringed Instruments 
ed. Gail V. Barnes $39.99

String Research Journal, 
Volume I, 2010 $24.95

String Research Journal, 
Volume II, 2011 $24.95

String Research Journal, 
Volume III, 2012 $24.95

The Bach Chaconne for Solo Violin 
ed. Jon F. Eiche $19.99

The Ten Beethoven Sonatas 
by Joseph Szigeti $9.99

ASTA members can order at alfred.
com/ASTA. 

Ready to buy? 

Orchestral Bowings and Routines 
$21.99
A resource that is 
indispensable for the 
orchestra teacher! Green 
discusses the essence of 
orchestral bowing, the 
fourteen basic bowings, 
different styles, and tricks of 
the trade. Includes section 
for teachers concerning the 

several phases of orchestral instruction. A 
must-have for the bookshelf of a strings educator.

Author: Elizabeth A.H. Green

ASTA Publications
Distributed Exclusively by Alfred Music Publishing

Don’t Miss These Bestsellers!
The Teaching of Action in 

String Playing 
$49.99
A guide to the Rolland 
approach to teaching, 
written by Paul Rolland. 
Rolland was a remarkable 
violinist, and he left a 
unique legacy for the string 
playing and teaching world. 
Here he discusses 
principles of movement in 

playing, rhythm training, holding the bow, left hand 
and finger placements, shifting, and developing 
flexibility. This first-hand account of his method is 
now considered a standard teaching resource for 
string teachers. 

Author: Paul Rolland

ASTA String Curriculum 
$49.99
This K-12 concise string 
program curriculum is the first 
of its kind. It is asy to use, and 
more than 200 specific 
learning tasks make this 
curriculum comprehensive. 
Based on the outstanding 
contributions of many earlier 
authors, educators, and 
researchers, this curriculum 

contains useful and practical information for string 
teachers from every level of experience. Now 
available in e-version through iTunes!

Authors: Stephen J. Benham, Mary L. 
Wagner, Jane Linn Aten, Judith P. Evans, 
Denese Odegaard, Julie Lyonn Lieberman

ASTA String Curriculum now available 
for download on iTunes for $39.99!
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     2014 
         ASTA NATIONAL CONFERENCE

Louisville:  
 Named One of the 20 Best World Destinations!
Among its many accolades, now Louisville has been recognized in the current issue of National Geographic Traveler magazine as one 
of its 20 “Best of the World” destinations. Come explore this amazing destination while gaining important knowledge to bring back to 
your school. Visit the ASTA website for a sampling of all of the fun and cultural things to do.

Not yet registered for the ASTA conference? Here are just a few reasons why you should.

•	 The	ASTA	national	conference	is	the	only	conference	that	provides	string	teachers	with	more	than	200	educational	workshops	to	
acquire and improve teaching skills- no matter what your level!

•	 This	conference	expands	your	repertoire	by	providing	many	genres	of	music,	from	classical	to	eclectic.
•	 You	are	among	family	at	ASTA	–	whether	it	is	prestigious	peers	and	pedagogues,	or	your	co-workers	down	the	street.	Everyone	has	

a great time at the conference.   
•	 Evenings	are	filled	with	outstanding	featured	performances.	Louisville	features	a	double	bass	concert,	the	National	High	School	

Honors Orchestra, and American Roots and Branches!

Educational Workshops
There are more than 200 educational workshops encompassing a 
wide variety of string topics. In addition to customary favorites 
on pedagogy, rehearsal strategies, and bowing techniques, there 
also are sessions on managing political climates in schools, music 
advocacy, and incorporating technology into your classroom 
and rehearsals. These workshops will give you advice on how 
to keep your program thriving and help you solve challenges in 
the classroom. That is just a glimpse at many of the workshops 
offered. Visit www.astaweb.com for the complete listing.
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Let’s Get Social!  
After a busy day of attending sessions, it is time to kick back, listen to great music, and mingle with friends. ASTA conferences really 
do match the atmosphere of a family reunion.

Wednesday .........................................................................................................
•	 Town Hall/Annual Meeting: Make Your Voice Heard–Join	us	at	7	p.m.	on	Wednesday	for	our	second	town	hall/annual	

meeting. Last year’s town hall format was so successful, we wanted to do it again. This year, learn what ASTA has been focusing 
on and where we are headed. President Bob Phillips and Steve Benham, president-elect, will lead a discussion on ASTA's new 
strategic plan, relay new opportunities, and listen and respond to questions.  

•	 Dessert Social–Following	the	town	hall	meeting	please,	join	us	for	the	popular	dessert	reception.	This	event	is	always	a	lot	of	
fun, and it will give you the chance to network and mingle, meet new people and visit with friends.

Thursday ............................................................................................................
•	 Exhibit Hall Favorites–Whether	it’s	the	Grand	Opening	of	the	hall,	coffee	breaks	between	workshops,	evening	receptions,	

dessert sampling, or just strolling through the exhibits, this is a good opportunity to meet with friends. The opening of the 
Exhibit Hall takes the derby day theme to heart, so wear your best derby hat and join us! Opening music will feature the Belmont 
Jazz String Quartet under the direction of Tracy 
Silverman.

•	 Virtuosos of Double Bass–Join	us	for	a	sensational	
evening with Joseph Conyers (ASTA Board Member 
at Large), DaXun Zhang, Volkan Orhon, and a special 
appearance by Yumi Kendall at the Kentucky Center for 
the Performing Arts.  

•	 D'Addario Welcome Bash–Following	the	concert,	
D'Addario & Co. cordially invites you to the 2014 
ASTA Welcome Bash. This star-studded evening will 
feature mini-performances, friends, sweet treats, and of 
course, an open bar (for those over 21). See you there! 

Friday .....................................................................
•	 National High School Honors Orchestra–The	National	High	School	Honors	

Orchestra (NHSHO) is a performing group of competitively selected high school 
musicians who assemble biennially to perform at the ASTA National Conference. 
The upcoming selection of musicians will perform under the direction of Maestro 
Gary Lewis. Conference attendees and general public are invited to attend the 
NHSHO concert, Friday, March 7 at 8 p.m. at the Kentucky Center for the 
Performing Arts. With talent that is boundless, students will perform Symphony 
No. 5 in D minor, op. 47 written by Dmitri Shostakovich.  
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Saturday .............................................................................................................
•	 American Roots and Branches–Join	us	for	this	incredible	evening	with	Berklee	World	Strings,	

featured solo artists Darol Anger, Paul Kowert, Alison Brown, and more, plus the Highland 
Hills Middle School Orchestra. This lively evening will take place in the Ballroom of the 
convention center.

Maestro Gary Lewis

Darol Anger
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2014 NATIONAL CONFERENCE
Getting to Louisville Early and Want to Attend More Sessions?

Pre-Conference Workshops Wednesday 12 - 5 p.m.
Don’t forget to register for one of ASTA’s focused, five-hour pre-conference workshops. These are in-depth work sessions that further 
enhance your skills in the following areas. Sessions run from 12 p.m. to 5 p.m., unless otherwise noted. Choose from:

Implementing ASTACAP (complimentary)
ASTACAP is ASTA's premiere evaluation format for individual 
student accomplishment. This tool is a perfect metric for private 
teachers providing leveled grading for students thus increasing 
the sense of accomplishment and providing certification levels 
that students can use on university applications. Learn how to 
make the most of it, how to implement it in your ASTA chapter, 
how it meshes with the ASTA String Syllabus, and how it works. 
Well-worth finding out about!
Presenters: Laura Kobayashi, Nancy Bargerstock, Mimi Butler, Jacquelyn 
Bartlett, Lynn Ledbetter, Linda Jennings, Kelley Johnson, and Jody Harmon

Understanding and Implementing the ASTA	String	
Curriculum: Effectiveness, Accountability, and 
Empowered Teaching 
The panel will discuss what the great classroom teachers do and 
how a better understanding of curriculum provides the foundation 
for the inspired lessons they deliver. Using the ASTA String 
Curriculum as a resource for instructional planning, teaching 
strategies and student assessment, attendees will discover ways a 
strong curriculum can enhances their best practice. We also will 
look at ways that a curriculum can be used to document great 
teaching in evaluation processes with administrators. Attendees 
will have opportunities to share. What can you bring to this 
curriculum? It’s not the method book or the curriculum that 
makes learning happen; it is the teacher, empowered with a solid 
foundation and desire to teach that inspires children. 
Presenters: Scott Laird, North Carolina School of Science and Math; 
Laurie Scott, University of Texas at Austin; Christopher Selby, Charleston 
School of the Arts 

Every Child Can!© (ECC) **  
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. 
Clinician: Geri Tata Arnold, SAA certified teacher trainer 
**Special Note: The start time is different from other pre-conference sessions, this 
pre-conference is 10:00 a.m.-5:00 p.m. with a break for lunch on your own. 
You must be present for entire pre-conference session to receive credit.

Bluegrass Basics for the American String Teacher 
Traditional American fiddle music has become more and more 
prominent in the modern string player’s musical vocabulary. In 
particular, bluegrass music has resonated with classically trained 
musicians, and many of them can perform several traditional 
old-time American fiddle tunes. However, unlike old-time music, 
bluegrass music involves significant improvisatory elements and 
blends styles including blues and jazz. The resulting music has a 
unique rhythmic drive and a distinct harmonic language that has 
caused it to become one of America’s most beloved and unique 
musical genres. In this pre-conference session, attendees will be 
exposed to the historical underpinnings of Bluegrass and the 
stylistic hallmarks that make the music unique. Standard tunes 
will be presented as a foundation to develop accompaniment 
and solo techniques. The session will conclude with a panel 
discussion on the ways in which Bluegrass can be incorporated 
in music programs ranging from public schools through college. 
Visit www.astaweb.com for more information. 
Presenter: Andy Carlson, Denison University

Guitar in Your School: Start it, Teach it, and Enjoy It
Start a new or enhance an existing guitar 
program in your school. Reach more students 
with six-string instruction. Including guitar in 
your music department will bring in new 

students and you will keep your job. Learn resources to develop 
your pedagogy. Specific segments include: “21 Things I Have 
Learned about Teaching Classroom Guitar”; “The DoSo Guitar 
Method”; “Reflections of a 1st Year Guitar Teacher” and a 
performance by the Bryan Station High School Guitar Ensemble 
under the direction of Don Hicks (Lexington, KY). Led by 
members of ASTA’s Guitar-in-the-Schools Committee, this 
pre-conference workshop will add a spark to your career. All 
string teachers are welcome! 
Presenters: Josinaldo Costa, Bill Swick, David Mills, and Stephen Mattingly
Sponsored by Guitar & Accessories Marketing Association (GAMA) 

Game Change: Projecting the National String 
Project Consortium 

Let us tell you about the National String 
Project Consortium! Join String Project 
stakeholders from throughout the 
country as we discuss and share our ideas. 

The NSPC is a coalition of college and university faculty and 
students united by a set of common objectives, and supported by 
public school programs and teachers; an approach to a teaching 
internship that has been proven to be effective for those aspiring 
to be string music educators; a safe, nurturing environment for 
children to learn stringed instruments in a supportive program 
that is completely focused on making them successful. The 
NSPC is leading the way for improving string-music teaching 
and learning in the 21st Century and invites prospective and 
current NSPC directors, master teachers, teaching assistants, 
students and affiliates to the first-ever NSPC Pre-Conference. 
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Hotel and Travel Information
Where is Louisville?
This city is in the heart of it all! Located along 
the Ohio River on the Kentucky-Indiana border, 
its unique location and geography has made 
Louisville a cosmopolitan hub of transportation, 
commerce, and cultural exchange for centuries.

How do I get there?
By plane, train, or automobile! Three major 
interstates, I-65, I-71, and I-64, intersect in 
Louisville and the Louisville International Airport 
offers 100 daily departures with some of the lowest 
airfares in the region including major carriers such 
as American Airlines, Delta, Southwest, United, 
US Airways, and more. Downtown is only 10 
miles away. For more information visit 
www.flylouisville.com.

How far is it?
Closer than you think! Louisville is one of the most accessible cities in America and is within a day’s drive of more than half the nation’s 
population. Centrally located and well connected to points north, south, east, and west, you’ll be surprised how 
quickly you’ll find your way to Louisville.

Where to Stay?
Louisville Marriott Downtown

280 West Jefferson
Louisville, Kentucky

Phone: 502-627-5045  1-877-901-6632
Room rate: Single/Double:  $145    Triple/Quad:  $160

OR Hyatt Regency Louisville
311 South Fourth Street
Louisville, KY 40202

Reservation number: 1-888-421-1442
Room rate: Single/Double:  $145    Triple/Quad:  $155

Hotel room rates are subject to applicable to state and local taxes in effect at the time of check-in.
You can also make your reservations online. You will find the link on the ASTA website under conference.

YES,	we	have:
 ü Exceptional educational workshops, master classes, and 
reading sessions;

 ü Amazing showcase performances;
 ü Talented students competing in our National Orchestra 
Festival®;

 ü Interactive exhibit hall filled with string-specific companies;
 ü Engaging social events, and;  
 ü Much more! 

Don’t	wait	to	join	our	“family	reunion.”	We	have	a	seat	waiting	for	you!	Use	the	
registration	form	on	the	next	page	to	register	or	call	us	today	at	703-279-2113	ext.	
14,	16,	or	11.	After	February	14,	bring	form	with	you	to	Louisville!

Louisville 
Marriott 

Downtown
Hyatt Regency

Louisville
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2014 NATIONAL CONFERENCE

Wednesday, March 5
10:00	a.m.	–			7:00	p.m.	 Registration	Open	(D’Addario & Co)
10:00	a.m.	–			5:00	p.m.	 Suzuki:	Every	Child	Can	Workshop
12:00	p.m.	–			5:00	p.m.	 Pre-Conference	Workshops		
		6:30	p.m.	–			7:00	p.m.	 First	Time	Attendee	Welcome
		7:00	p.m.	–			8:00	p.m.	 Town	Hall/Annual	Meeting
		8:00	p.m.	–			9:30	p.m.	 Dessert	Social
		9:00	p.m.	–	10:30	p.m.	 Student	Chapter	Networking

Thursday, March 6
		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 Publishing Co.)
		9:00	a.m.	–				5:00	p.m.	 National	Orchestra	Festival
		9:00	a.m.	–				5:00	p.m.	 National	High	School	Honors	

Orchestra rehearsals (The Potter 
Violin Company)

		9:45	a.m.	–				5:00	p.m.	 Educational	Sessions
		5:00	p.m.	–			7:00	p.m.	 Grand	Opening	of	Exhibits	and	

Reception (Merz–Huber Company)
	5:00	p.m.	–			7:00	p.m.	 Silent	Auction	Bidding	Open
		8:00	p.m.	–	10:00	p.m.	 Virtuosos	of	Double	Bass	Concert
 (Alfred Music Publishing Co.)
		9:30	p.m.	–	11:00	p.m.	 Welcome	Bash	by	D'Addario	&	Co.

Friday, March 7
		7:00	a.m.	–			8:00	a.m.	 Sunrise	Sessions	
 (Merz–Huber Company)
		7:30	a.m.	–			3:30	p.m.	 Registration	Open	(D’Addario & Co)
		8:00	a.m.	–			5:15	p.m.	 Educational	Sessions
		9:00	a.m.	–			5:00	p.m.	 National	Orchestra	Festival	
		9:00	a.m.	–			5:00	p.m.	 National	High	School	Honors	

Orchestra rehearsals 
 (The Potter Violin Company)
10:00	a.m.	–			6:30	p.m.	 Exhibit	Hall	Open	to	All	Attendees/

Silent Auction Bidding
11:30	a.m.	–	12:30	p.m.	 Coffee	Break	with	Exhibitors	
 (Claire Givens Violins)
  5:45 p.m. Silent Auction Bidding Closes 
		5:30	p.m.	–			6:30	p.m.	 Attendee	Reception	in	Exhibit	Hall
 (Pirastro GmbH) 
		8:00	p.m.	–	10:00	p.m.	 National	High	School	Honors	

Orchestra concert 
 (The Potter Violin Company)
10:00	p.m.	–	11:00	p.m.	 Jam	Session (Carl Fischer Music)

Saturday, March 8
		7:00	a.m.	–			8:00	a.m.	 Sunrise	Sessions	
 (Merz–Huber Company)
		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.	–			3:00	p.m.	 Exhibit	Hall	Open	to	All	Attendees
10:30	a.m.	–	11:30	a.m.	 Coffee	Break	with	Exhibitors
11:15	a.m.	–			1:15	p.m.	 NOF	Winner’s	Recital	
		1:45	p.m.	–			2:45	p.m.	 Dessert	Reception	in	Exhibit	Hall		
 (Stringletter Publishing)
		8:00	p.m.	–	10:00	p.m.	 American	Roots	and	Branches—

Conference Grand Finale

Thanks	to	our	sponsors	–	listed	in	parentheses!

Conference At-a-GlanceConference Sponsors

Platinum
The Potter Violin Company
SHAR Music
Yamaha Corporation of America 

Gold
CodaBow International
Merz-Huber Company
Pirastro GmbH

Silver
Alfred Music Publishing Co.
Clemens Violins, Violas, &
 Violoncellos
Connolly & Co.
D’Addario & Co.

Bronze
Carl Fischer Music
Claire Givens Violins
Electric Violin Shop
Kay Logan
William Harris Lee & Co.
Stringletter Publishing
GAMA

Can't make it to 
Louisville? 

Join	us	in
Salt Lake City 

in	2015!
March 19-21
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Conference Rates
Early Bird Registration:  
postmarked on or before Dec. 18

Pre-Registration:  
postmarked Dec. 18 – Feb. 14

On-Site Registration:  
postmarked after Feb. 14

ASTA Member Rates

$295 $375 $455

Nonmember Rates

$425 $495 $575

Student Member Rates

$115 $190 $255

Student Nonmember Rates

$215 $290 $365

Member One-Day Rate: $225

Nonmember One-Day Rate: $335

Join today and save!

Join today and save!

Early-bird	rates!

   REGISTRATION FORM

ASTA National Conference
March 5–8, 2014

Louisville, Kentucky

Fax or email form to:
ASTA

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

Or, register online at www.astaweb.com.
Questions? Call 703-999-0169.

Optional Conference Activities
Pre-Conference Workshops (Choose only one.)
March 5, 12 p.m. to 5 p.m. $75 – Members; $99 – Nonmembers

q Eclectic Styles
q ASTACAP (Complimentary)
q ASTA Curriculum

Evening Concerts
q Virtuosos of Double Bass
       Thursday, March 6   $20 x  ___ Qty.= $ ____
q NHSHO Concert
       Friday, March 7   (free) Qty.= $ ____
q American Roots and Branches
       Saturday, March 8    $20 x  ___ Qty.= $ ____

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 February 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 5, 2014.  
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

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 $109
q Full-Time Student $53
     (copy of ID required)

q Dual $150
q Senior (age 62 or over) $79

q NSPC
q Suzuki (add $35 for 

materials; starts at 10 a.m.)

q Guitar

Totals

2014
Member ID # _____________     q Check here if first-time attendee.
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Call for Session and Research Poster
Proposals

March 18-21, 2015Salt Lake City, Utah

2015
national conference

The ASTA Conference Planning Committee is seeking re-
search posters and session proposals from the membership 
to be presented at the 2015 National Conference. We are 
seeking sessions related to any aspect of teaching or per-
formance representing cello, double bass, guitar, harp, viola, 
violin, and the symphony orchestra. Commercial materials 
may be used in a session for educational objectives, but they 
cannot be used for promotional purposes. Taking orders or 
selling products during the session is prohibited. Sessions will 
fall into the categories of general, alternative styles, chamber 
music, K-12, private studio, and university. Most sessions are 
one hour in length and may be scheduled anytime during the 
conference starting at 7:00 a.m. or as late as 5:00 p.m. Learn-
ing labs will also be offered, they are 2 hours in length and 
may be scheduled at anytime.
Special Notes:
1. The committee will not accept session proposals that 

are solely performance based and those that promote 
individual commercial products.

2. Exhibitor Showcase applications (sessions promoting 
commercial products) are available through the exhibi-
tor prospectus and must be reserved by the sponsoring 
company. 

3. All applicants must be current members of ASTA at the 
time of application and also at the time of conference. 

4. IMPORTANT: Session proposals, and research post-
ers will be submitted through an online submission 
process only. No paper applications will be accepted. 
Online software will be available to accept  dsession 
information through March 24, 2014 and Research Pro-
posals will be accepted until October 15.

Research Poster Sessions 
(Submission Deadline: October 15, 2014)
This poster session is open to reports of research projects 
involving any aspect of string playing and teaching, including 
those that are philosophical, theoretical, or historical in nature, 
as well as reports that are qualitative and quantitative in de-
sign. We are accepting reports of research conducted by un-
dergraduate students, graduate students, university faculty, 
and practicing teachers in public or private schools or studios. 
Submission procedures: All submissions must meet the Code 
of Ethics published in the Journal of Research in Music Edu-
cation (also available at www.nafme.org) and should not have 
been published prior to the conference. Papers presented at 
other conferences will be considered for poster presentation if 
the audience was substantially different (e.g., a state meeting 
or a university symposium). A statement specifying particulars 
of presentation must be included with the submission. Sub-
missions may take the form of a full paper or a minimum of a 
750-word Abstract that outlines the problem, procedures, and 
results of the research. You must be a member of the American 
String Teachers Association (at time of submission and presen-
tation). If accepted, the primary or a listed co-researcher must 
register for and attend the conference to present the poster. 
Presenters will be expected to bring 30 copies of their abstract 
and two copies of the completed report to the session. Because 
these submissions are reviewed in a blind, peer-review pro-
cess, please do not include your name or any identifying mark-
ings anywhere in the paper and abstract you are submitting.
 
Best Practice Poster Sessions 
With so many excellent sessions proposed, ASTA cannot 
accept them all. If your proposal is not selected for a 
session, you will have the opportunity to present a Best 
Practice Poster Session. Poster authors should be available 
to exchange their ideas and findings with attendees.

Music Industry Showcases
These sessions are for promotion of commercial products 
and services. These sessions give you the opportunity to 
launch new products, market directly to a focused group for 
a one-hour block, and provide increased visibility for your 
product or service. Showcases are available for purchase 
on a first-come, first-served basis and available to confirmed 
exhibitors. Members: please contact your company repre-
sentative to have them reserve the showcase slot. Com-
pany representatives: please contact Beth Danner-Knight at 
beth@astaweb.com or use the exhibitor prospectus contract 
to reserve your slot.
Sample Session Topics 
The following is a list of sample topics for sessions needed 
for the conference. All proposals will be considered and sent 
through an evaluation process. 

Online Submission Process
To submit your proposal for an education session or 
research poster, please visit the conference section of the 
ASTA website (www.astaweb.com) and click on the 2015 
Call for Sessions. You will access the online submission 
process from this link. The online submission process will be 
available to accept your session proposals from December 
through March 24, 2014. Research Poster session 
applications will be accepted until October 15, 2014.

All session presenters and research poster presenters 
must be current ASTA members when submitting the 
proposal and at the time of the presentation. 
All proposals must be complete. Proposals not meeting the 
guidelines will be rejected. 
For additional information, contact:
Deanna Tompkins
deanna@astaweb.com

Mary Wagner, Conference Chair
mscello@cox.net

Invited performing group information can be found online at 
astaweb.com

Call for Session Proposals
Due March 24, 2014;

Call for Research Proposals
Due October 15, 2014

 Administrative Support 
(K-12)

 Advocacy
 Assessment (writing, 

documenting, reporting) 
 Alternative Styles 
 Chamber music
 Classical performance 

issues
 Common core standards
 Community support
 Conducting 
 Copyright issues
 Guitar or harp (classical 

as well as K-12 teaching)
 Harp
 Improvisation
 Injury prevention
 Marketing your school or 

studio program
 Motivation
 Choosing appropriate 

literature and repertoire 
 Practice techniques

 Recruiting and retention 
of string students 

 Rehearsal techniques 
 Research related 

to pedagogy and 
performance

 String class pedagogy 
(elementary, middle 
level, sr. high) 

 String maintenance 
(basic) 

 Students with special 
needs

 Teaching rhythm
 Theory and composition
 Traditional pedagogy
 Training future 

string educators and 
performers

 University level topics
 Viola, violin, cello, double 

bass
 Working with the full 

orchestra 
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Requirements
REQUIREMENTS: Submissions must be emailed to Deanna at 
deanna@astaweb.com. 
1.	Email	an	mp3	file	of	a	recent	performance	for	the	current	
school	year.

2.	A	list	of	the	group’s	most	significant	performances/
accomplishments	for	each	of	the	past	three	years:	2011,	
2012,	2013.

Proposals missing information or submitted not in accor-
dance with the guidelines will not be considered. 

IMPORTANT NOTES ABOUT YOUR APPLICATION:
1. There are two performance opportunities available, 

one will be at the Opening Ceremony on Thursday at 
 8 a.m. and the other one will be at the Grand Opening 

of the Exhibit Hall on Thursday at 5 p.m.
2. A group may perform once every four years at an 

ASTA conference as an invited performing group. 
If your group has previously applied but not been 
selected you may apply, or if your group has 
participated in the National Orchestra Festival, you 
may still apply. 

3. A group may wish to apply both to be the invited 
performing group and to participate in the NOF in the 
same year. If each of the selection committees offers 
the group a performance opportunity, the group 
may accept only one invitation and must decline 
the other. This rule does not exclude a group from 
serving as a demo group for sessions or playing for 
special conference events, such as receptions. 

4. Applications, recordings, and any materials 
submitted to support your application will not be 
returned, regardless of acceptance status. 

5. You must be a current ASTA member when 
submitting your application AND at the time of the 
conference. 

Please	complete	this	application	form	and	return	by	March	24,	
2014	to:		

ASTA Performing Group Applications
Attn: Deanna Tompkins
 deanna@astaweb.com

NAME OF PERFORMING GROUP: ____________________
Director’s	Name: ___________________________________
Address: _________________________________________
Home	Telephone: __________________________________
Work	Telephone: ___________________________________
Fax Number: ______________________________________
Email Address: _____________________________________
Institutional	Affiliation	(if	any): _________________________

Type of Performing Group (please check):   
q	 Alternative/Eclectic	Styles	Ensemble	 	
q	 Chamber	Ensemble
q	 College/University	Orchestra
q	 High	School	Orchestra	
q	 Junior	High	or	Middle	School	Orchestra
q	 Elementary	School	Orchestra
q Suzuki  
q	 Youth	Orchestra	 	 	 	
q	 Other	(describe):	_________________________________
Number	of	performers:	____	Age	range	of	performers:	______
q If	you	are	willing	to	serve	as	a	demo	group	during	the	con-

ference,	please	check	here.
Recording Instructions
1. Email	a	recent	mp3	file	of	a	performance	for	the	current	

school	year	to	deanna@astaweb.com.

2.	 The	recording	should	include	only	three	pieces	-	in	
contrasting	styles.	Recordings may contain only one 
piece by any one arranger or composer. 

3.	 List	the	three	pieces	included	in	your	recording	-	include	
both	the	title	and	composer/arranger.

 _______________________________________________
_______________________________________________
_______________________________________________

You	may	submit	additional	materials,	such	as	PDF	files	of	
concert	programs,	to	help	the	committee	with	its	deliberations.	
Performance Terms Agreement:
I	am	aware	that	in	order	to	submit	a	performance	proposal	I	
must	hold	current	membership	in	ASTA.	I	understand	that	per-
forming	groups	receive	no	honoraria	and	are	responsible	for	
their	own	expenses.	I	understand	that	members	of	the	perform-
ing	group	may	visit	the	exhibit	hall	and	other	invited	performing	
groups	during	the	conference,	but	that	all	other	conference	
activities	including	sessions,	ticketed	evening	performances	
and	activities	require	registration/tickets	which	is	an	additional	
expense.	ASTA	will	not	be	responsible	for	instrument	rental	or	
storage.
REQUIRED SIGNATURES:
Signature	of	Director:	________________________________
ASTA Member ID Number: ____________________________
You	will	be	notified	of	the	committee’s	decision	by	July	1,	2014.
The Performance Selection Committee will remain 
anonymous.

2015
national conference

 2015 Call for Invited Performing Groups—
Application Form

Submission Deadline: March 24, 2014

March	18-21,	2015,	Salt	Lake	City,	Utah
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National orchestra Festival®

2015

March 19–21, 2015 • Salt Lake City, Utah

American	String	Teachers	Association

National Eclectic
Strings Festival!

 March 21, 2015

and the
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Be one of the first orchestra groups or guitar ensembles to enter the new ASTA National Eclectic Strings Festival 
segment of the National Orchestra Festival®—debuting at the 2015 ASTA National Conference in Salt Lake 
City, Utah, March 19-21.

NESF	Basics:
• String and full orchestras performing an eclectic styles program
• Guitar ensembles performing an eclectic styles program 
• At least 75% of the students in a group must perform on violin, viola, cello, double bass, electric bass, 

harp, or guitar. 
• For the festival, Eclectic Styles repertoire is defined as music that is not traditionally performed by an 

orchestra and includes genres such as fiddling, jazz, rock, mariachi, or pop, movie or Broadway.
• Judging is separate from the NOF tracks with a first, second, and third place awarded.
• A sound system including four mics, monitors, and speakers will be provided.
• A drumset and piano will be available on stage. 

Packages	are	a	tremendous	value:	
• Choice to participate in either a competitive or noncompetitive track evaluated by leading 

adjudicators and clinicians from across the nation (groups receive written and taped comments) 
• Private, hands-on clinic with a leading-orchestra clinician 
• Admittance to all 180 national-level conference sessions or workshops 
• Breakfast and lunch 
• Choice of single, double, triple, or quad accommodations at a top-rated hotel 
• Trophy awards 
• A CD recording of performance
• T-shirt for each student 
• Group photograph for each orchestra 
• Entrance to the ASTA exhibit hall, featuring the latest string and orchestra products and services 

(Thursday evening through Saturday afternoon) 
• National recognition for your group in ASTA eNEWS, American String Teacher, and ASTA website 
• A complimentary director’s conference package (single) 
• Free entrance to all NOF and NESF orchestra performances 
• Admission to the NOF Grand Champion Winners’ Concert on Saturday

Attend the National Orchestra Festival® (NOF), the only orchestra festival held in conjunction with the 
national conference of a leading national professional association in the string industry. NOF packages are 
a tremendous value, as each package includes: 

• Choice to participate in either a competitive or noncompetitive track evaluated by leading adjudicators 
and clinicians from across the nation (groups receive written and taped comments) 

• Two competitive divisions: Public School and Private School/Youth Orchestra 
• Private, hands-on clinic with a leading orchestra clinician 
• Breakfast and lunch 
• Choice of single, double, triple, or quad accommodations at a top-rated hotel 
• Banquet ticket for awards dinner
• Placement and participation trophy for each orchestra 
• Recording of performance (CD format)
• T-shirt for each student 
• Photo of your orchestra group
• Entrance to the ASTA exhibit hall, featuring the latest string and orchestra products and services 
 (Thursday evening through Saturday afternoon) 
• Recognition in ASTA eNEWS, American String Teacher, and ASTA website 
• Complimentary director’s conference package (single) 
• Commemorative banner
• Admittance to national-level educational workshops and sessions
• Free entrance to all NOF performances 
• Admission to the NOF Grand Champion Winners’ Concert on Saturday 

The ASTA National Orchestra Festival® is YOUR festival if you want a once-in-a-lifetime educational 
experience—outside the classroom—for your students!

Festival	participants	(NOF	or	NESF)	are	allowed	to	
attend	all	180	conference	sessions	and	workshops—
opening	the	door	to	a	wealth	of	educational	topics.	
Some	are	specially	designed	at	a	student	level	for	
student	attendees.

N
O
F

N
ES
F
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Notes
In Memoriam of Marvin Rabin

by Kirk D. Moss, ASTA Past President
Marvin Rabin, known as a string 
development specialist and for his 
leadership of youth orchestras, died 
December 5 after a brief illness in 
Madison, Wisconsin. He was 97. 
Though his eyesight and hearing were 
failing and his walking was unstable, 
Marvin continued to appear at concerts 
and professional events well into his 90s. 
Two years ago, he surprised the 
Wisconsin ASTA Chapter with an 
appearance at our annual fall luncheon, 

held in Madison during the state music conference. As I escorted 
Marvin to the luncheon, he vividly recounted how much he had 
enjoyed my high school orchestra’s performance at the Midwest 
International Band and Orchestra Clinic, some 12 years prior. He 
spoke with a passion that brought back memories from my 
conducting studies with him at the National String Workshop, 
which he founded at UW-Madison.
 Janet Jensen, professor of string pedagogy and school of 
music associate director at UW-Madison, continues to celebrate 
Marvin’s vision of a string development degree that could 
accommodate the needs of music educators who did not start out 
as string players as well as meeting the needs of string majors. Of 
Marvin’s influence, she said:
 It was a pivotal degree in many careers, and I am more 
grateful than I can put into words. I've now had the privilege 
of overseeing that degree and hopefully honoring Marvin's 
legacy…. I was a member of WYSO in its second year, a student 
in his violin classes for Music Education majors, an every year 
participant in the National String Workshop, and there has not 
been a day in my professional life that wasn't influenced by him 
in one way or another.

 More than 450 people attended a celebration of Marvin 
Rabin’s life, held on a Sunday afternoon in a Madison church in 
late December. David Becker, emeritus professor, described the 
service as a “beautiful celebration for a most special human being. 
Because of his thoughts, feelings, words, and actions that still live 

inside of us, we all left most inspired and motivated to carry on his 
legacy. His spirit certainly appeared to be present in the room.”
 Born in 1916, Marvin Rabin took his first violin lessons in 
his hometown of South Bend, Indiana, then won a scholarship 
to a small Kentucky university where he played viola. His plans 
to become a high school history teacher were thwarted by anti-
Semitism, his family said, so he went into music teaching instead.
 After service in the U.S. military as a flight instructor, he 
used the GI bill to earn a master’s degree from the Eastman 
School of Music in Rochester, New York. There, he met his late 
wife Rhoda, a pianist and bassist. Rabin later earned a doctorate 
from the University of Illinois.
 He went on to lead the Central Kentucky Youth Symphony 
Orchestra, and later was hired by Boston University to teach and also 
conducted the Greater Boston Youth Symphony Orchestra, which 
performed for President John F. Kennedy at the White House. 
At age 50, Rabin was lured to Madison to help shape and lead 
Wisconsin Youth Symphony Orchestras and join the UW faculty. 
 Rabin received countless service awards, including the 
2000 Wisconsin Governor’s Award in Support of the Arts. Both 
Wisconsin Youth Symphony Orchestras and the American 
String Teachers Association named awards for outstanding arts 
leadership and service in his honor.
 His sons Ralph and David, daughter Martha, three 
granddaughters, and one great-granddaughter, survive him.
[Portions of the above article were reprinted with permission from the 
Wisconsin State Journal, Dec. 10, 2013, Gayle Worland author.]

Constance E. Barrett Passes 
Peacefully at Her Mountain 
Home in Hope, New York

Constance E. Barrett, D.M.A., 52, 
died peacefully on December 2, 2013 
at her mountain home in Hope, New 
York. She was a cellist, performer, 
teacher, good friend to ASTA, and 
source of inspiration to her many fans 
as she bravely battled breast cancer.  
 She devoted her professional life to 
teaching strings to students at every 
age level from beginner to advanced. 
She had a fondness for facilitating 

improvisation and the science of body mapping, which is teaching 
how to avoid performance injuries. 
 She was a frequent and popular guest teacher at many 
ASTA national conferences, Suzuki Institutes, and Chamber 
Music clinics. In fact, despite her illness, she was scheduled to 
present a body mapping session at the 2014 ASTA National 
Conference. Last April, Connie made the trip to New York City 
where she enthusiastically greeted ASTA staff and National Solo 
Competition participants. “Her dedication to ASTA and its 
mission to encourage young artists was in full view that April day,” 
said Donna Hale, ASTA executive director. “We miss her already.” 

Marvin Rabin attending the 2012 WiASTA luncheon. Seated clockwise: 
David Becker, Jackie Dhoore Becker, Kirk Moss, Marvin Rabin, Dawn 
Gaylord, and Rachel Richards
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 Connie performed with a wide variety of musical groups 
and genres. She is described by many as a melodic improviser 
who uniquely blended sounds from the Far East to the West. Her 
playing evolved not only from her love of Bach, Haydn, Mahler, 
Shostakovich and the Anglican Church music of her childhood, 
but from her exposure to the great spiritual music of the world. 
She was a sought-after musical director and collaborator, 
performing music throughout the United States and Western 
Europe. Her performance credits included national television, 
radio performances and arranging music for and appearing in the 
2006 Terry George film, “Reservation Road.” 
 To complement her musical skills, she wrote articles for 
American String Teacher, The Bridge, and American Suzuki Journal 
and contributed curriculum writing to NPR's From the Top. She 
was also published in the New York Times while at Hackley School 
for her work celebrating the life of American composer, Charles 
Tomlinson Griffes.  
 She leaves behind her beloved family including husband and 
renowned piano voicing specialist, Marc Wienert of Elmsford 
and Hope, New York; mother, Joyce S. Barrett of Caroga Lake, 
New York; brother, Geoffrey S. Jade Barrett (Karen) of Elk Point, 
South Dakota; sister, Deborah Barrett Price (Tim), and many 
other extended family members, students, and friends. Memorial 
contributions may be made at www.cmconnection.org to cultivate 
the Constance E. Barrett Memorial Endowment. 

Johnson String Acquires 
Carriage House
Carriage House Violins and Johnson String Instrument have 
teamed up to create one of the largest and most comprehensive 
violin shops in the country. The idea was born last spring when 
Christopher Reuning of Carriage House Violins (and its parent 
company, Reuning & Son Violins) and Adam Johnson of Johnson 
String Instrument saw the potential for both shops to grow while 
providing unique benefits to the string-playing community. 
 According to Adam Johnson and 
Christopher Reuning, the two Newton-
based shops can run more effectively and 
provide an unprecedented level of variety, 
quality, and service to players if they work 
as one. Carriage House will continue 
to offer superior new instruments and 
affordable antique ones to serious students, 
talented amateurs, and professional 
musicians while adding Johnson String’s 
superb managerial capabilities and 
customer care to the mix. Clients will now 
have the considerable resources of both 
companies at their fingertips and be able to 
choose from a wider array of instruments 
and bows, no matter which shop they 
frequent.
 Although Christopher Reuning is no 
longer an owner of Carriage House, he 
will extend his expertise and support to the 
team at Johnson String and Carriage House 

while continuing to run Reuning & Son Violins, one of the 
world’s premier high-end string-instrument dealers, at its new 
shop at 419 Boylston Street, Boston. 

D’Addario Fosters Music 
Education to Inspire 
Creativity and Performance  

Last November, D’Addario hosted a 
day-long series of educational 
sessions with the students of 

Musicians Institute (MI).  The sessions included a concert with 
math metal band Periphery, string changing, drumhead tuning 
clinics, and a student mixer that was complete with product and 
swag giveaways!  
 The concert/clinic used a format similar to VH1’s 
“Storytellers.” During the concert, the band played five songs 
and, between each song, highlighted a specific performance 
based or compositional technique unique to the song. This gave 
students the ability to learn more about the intent behind each 
composition and ask further questions about their favorite songs 
from members of the band. 
 “We all had a great time at D'Addario Day. The vibe at 
the school is always awesome, and the students are always super 
enthusiastic,” said Matt Halpern of Periphery.  “It's fun to perform 
our songs in a different manner than usual, and at MI we really 
got a chance to break down our parts, answer questions, and really 
interact with the fans and students. I can't wait to come back!”
 “D'Addario's a big supporter of Music Education; we have 
a lot of great relationships across the country. MI’s a very special 
relationship that we have,” says D’Addario’s Jim Bailey, Education 
Relations Manager.  “What we wanted to do was try to share with 
some of the students here at MI what we’re doing at D’Addario, 
some of the new initiatives, some of our products, and really just 
make sure that we’re staying connected to the students.”
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Membership Application
ASTA

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

  New Member   Membership Renewal     Preferred Method of Contact:   Email      Fax       Mail   None

Please exclude me from:

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

Totals/Payment
Membership Category $ ______

Foreign Postage (US residents: postage incl.)

 ($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 _____________________

ProfessionPrimary 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

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

 
 
 
 
 
 
 
 
 
 
 

Violin
Viola
Cello
Double Bass
Guitar
Harp
Brass
Piano
Percussion
Woodwind

Personal	Information		  Male   Female
Name ______________________________________________________________________________
Address ____________________________________________________________________________
City, State, Zip, Country ________________________________________________________________
  __________________________________________________________________________________
Home Phone __________________________________ Work Phone  ____________________________
Email _______________________________________ Date of Birth ____________________________
Job Title _____________________________________ Prof. Affiliation __________________________
School Name (students) _________________________ Graduation Date (req'd for students) _________

Primary	Musical	Focus		  Classical  Non-Classical

Membership	Category	Check only one. Dues paid annually. Rates current through June 30, 2014.

Installment	Plan
ASTA now offers the convenient option of paying dues in installments using Visa, MasterCard, or American 
Express. Payment plans include monthly, quarterly, and semi-annual installments. (A small processing fee is 
included in monthly and quarterly payments.) If you are interested, please check the appropriate box in 
the next column. Your supplied credit card will be charged during the first week of the month.

Membership	
Type

Annually
(1	payment)

Semi-Annually	
(2	installments)

Quarterly*
(4	installments)

Monthly*
(12	installments)

Professional  $109 $54.50 $29.50 $10.83

Dual $150 $75 $40 $13.92

Senior $79 $39.50 $21.25 $7.83

Student $53 $26.50 $14.50 $5.25

Automatically	Renew	Your	Annual	Membership
With ASTA’s Auto-Renewal Program, your membership will never lapse again! As always, ASTA will 
notify you when your membership renewal is due—but we take care of all the details for you! Unless 
you notify us differently, your supplied credit card will be charged your dues amount on the day 
specified. You may enroll in or discontinue this free service at any time. To enroll, check the Auto-
Renewal Program box in the next column.

Vote	Online	in	Future	ASTA	Elections!
ASTA offers members the option of voting electronically in elections. This option saves you the time (and post-
age!) it takes to submit a paper ballot, while helping the environment.Please indicate your voting preference in 
the next column. If you choose eVoting, include the email address to which ballots will be delivered.

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. 
My card will be charged 
according to the schedule I 
select, during the first week 
of the corresponding month. 
Note:	Members	taking	
advantage	of	this	option	
also	will	be	enrolled	in	the	
Auto-Renewal	Program.

____________________________

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. 

Additional	Membership	Options

 Annually
 Semi-Annually

 Quarterly
 Monthly

*current ID or class schedule required

 Professional ...................................................... $109
 Dual .................................................................... $150

 Senior (age 62 or over) ....................................$79
 Full-time Student* ...............................................$53

 Online Membership Directory
 ASTA Email Announcements

 Mailing Labels
 All Mailings

2014
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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
Alabama
Layla Humphries, 205-871-7324 x730, 205-
795-7730, layla.humphries@dawsonchurch.org, 
Birmingham, AL, 35209

Alaska
Vincent J. Cee, 907-474-5113, 617-960-6961, 
vcee@alaska.edu, Fairbanks, AK, 99709

Arizona
Terry Lynn Alexander, 520-579-4400 x4487, 
520-744-3541, azastaterry@gmail.com, 
Tucson, AZ, 85742

Arkansas
Dan L. Mays, 479-226-9571, celloaction@
gmail.com, Fort Smith, AR, 72901

California
Kimberly Cole Feeney, 530-757-5300 x271, 
916-373-9790, kim@macnexus.org, Davis, CA, 
95617

Colorado
Nancy  Allwein
303-564-8765, 303-564-8765, cameostring@
gmail.com, Centennial, CO, 80122

Connecticut
Kathryn Fausel, 860-648-5030 x 22142, 860-
533-9315, lushfiddle@gmail.com, Manchester, 
CT, 06042

Florida
Brian T. Powell, 305-284-6227, 502-644-9721, 
basspowell@hotmail.com, Miami, FL, 33155

Georgia
Sarah B. Black, 678-745-2331, 678-575-4802, 
Sarah_Black@Gwinnett.k12.ga.us, Suwanee, 
GA, 30024

Hawaii
Chad Haruo Uyehara, 702-358-7936, 
chuyehara@gmail.com, Honolulu, HI, 96815

Idaho
Kevin Howard, 208-733-6551 x4190, 208-
733-4452, kevin_howard@ymail.com, Twin 
Falls, ID, 83301

Illinois
David F. Eccles, 312-788-1288, 773-966-7495, 
deccles@vandercook.edu, Chicago, IL, 60637

Indiana
Soo Han, 317-697-9668, soohohan@me.com, 
Carmel, IN, 46032

Iowa
Erin  Gaherty-Williams, 319-830-3272, 
gaherty@gmail.com, Waterloo, IA, 50701

Kansas
Karen McGhee-Hensel, 913-993-6900, 913-
722-3074, Kmcgheehensel2010@yahoo.com, 
Overland Park, KS, 66202

Kentucky
Benjamin David McWhorter, 859-494-4078 
cell, Ben.mcwhorter@fayette.kyschools.us, 
Lexington, KY, 40503

Louisiana
Lin He, 225-578-2650, 225-615-7817, linhe@
lsu.edu, Baton Rouge, LA, 70810

Maryland/D.C.
Daniel Joshua Levitov, 410-905-4647, 410-
601-0274, dan.levitov@gmail.com, Baltimore, 
MD, 21210

Massachusetts
Sharan Leventhal, 419-494-9099, 617-795-
2419, sharanleventhal@gmail.com, Newton, 
MA, 02459

Michigan
Diane L. Winder, 734-487-4348, 734-484-
9964, dianelwinder@hotmail.com, Ypsilanti, MI, 
48198

Minnesota
Elizabeth M. Ericksen, 612-321-0100, 651-
766-7408, adericksen@comcast.net, North 
Oaks, MN, 55127

Missouri
Valerie J. Bell, 816-746-6554, valorch@gmail.
com, Kansas City, MO, 64151

Montana
Michael Johns, 406-728-2400 x4684, 406-
239-5691, pmjohns@mcps.k12.mt.us, Missoula, 
MT, 59801

Nebraska
Erin Birkestrand Aguirre, 402-715-8225, 402-
557-5720, erin_aguirre@yahoo.com, Omaha, 
NE, 68144

Nevada
Charles Cushinery, 702-799-5800, 702-876-
8768, chukcush@hotmail.com, Las Vegas, NV, 
89103

New Hampshire
Sally  Wituszynski, 603-692-2989, 
swituszynski@comcast.net, Somersworth, NH, 
03878

New Jersey
Loni E. Bach, 973-479-8105, 973-543-4318, 
loni.bach@verizon.net, Mendham, NJ, 07945

New Mexico
Suzanne Shelton, 505-255-8691 x422, 505-
266-1671, shelton_s@aps.edu, Albuquerque, 
NM, 87108

New York
Nancy Pettersen Strelau, 585-389-2691, 585-
388-8620, nstrela1@naz.edu, Penfield, NY, 
14526

North Carolina
Mira Frisch, 704-687-4454, mfrisch2@uncc.
edu, Charlotte, NC, 28223

North Dakota
Suzanne Larson, 218-779-7660, selarson@
west-fargo.k12.nd.us, West Fargo, ND, 58078

Ohio
Gretchen W. Zunic, 614-487-5077 x3259, 
614-487-1968, gzunic@uaschools.org, 
Columbus, OH, 43221

Oklahoma
Meredith Blecha, 812-679-9114, 
meredithblecha@gmail.com, Edmond, OK, 
73034

Oregon
Lisa Robertson, 541-962-3522, 
lrobertson978@gmail.com, Fossil, OR, 97830

Pennsylvania/Delaware
Dalinda Bohr, 717-541-1662 x459, 717-832-
0253, dcbohr@verizon.net, Annville, PA, 17003

Rhode Island
Susan Curzio, 401-316-5778, suecurzio@gmail.
com, Coventry, RI, 02816

South Carolina
Janice Lynn Hutton, 864-593-9691, 
janiceLhutton@gmail.com, Easley, SC, 29640

South Dakota
Marian E. Casey, 952-240-2328 cell, 605-336-
3764, Marian@LyricWood.org, Sioux Falls, SD, 
57104

Tennessee
Wesley Baldwin, 865-974-0706, 865-384-
8108 cell, wbaldwin@utk.edu, Knoxville, TN, 
37920

Texas
Jose  Flores, 361-334-1147, jose.flores@
tamucc.edu, Corpus Christi, TX, 78414

Utah
Donna Fairbanks, 801-863-6538, 801-472-
6427, donna.fairbanks@uvu.edu, Orem, UT, 
54097

Vermont
Anne Decker, 802-229-0321 x3045, 802-578-
5028, adecker@u32.org, Waterbury Center, 
VT, 05677

Virginia
Gretta Sandberg, 540-468-2769, 
grettasandberg@gmail.com, Monterey, VA, 
24465

Washington
Myrnie Van Kempen, 425-431-4371, 206-412-
0616, vankempenm@edmonds.wednet.edu, 
Seattle, WA, 98101

West Virginia
Mikylah Myers McTeer, 304-293-4534, mikylah.
mcteer@mail.wvu.edu, Morgantown, WV, 
26506

Wisconsin
Carrie Lane Gruselle-Gray, 920-203-3134, 
graycarrie@aasd.k12.wi.us, Appleton, WI, 
54914

Wyoming
Ronald M. Ryan, 307-721-4430, 330-881-
0489, ronryan.bass@gmail.com, Laramie, WY, 
82070

Volunteer Leadership Directory
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Advocacy Committee
Kirk D. Moss, WI, Chair, 
 kirk.d.moss@lawrence.edu
Donna Hale, Executive Director

ASTACAP Committee
Laura Kobayashi, VA, Chair, 
 vlnkobayas@yahoo.com
Elizabeth Blakeslee, VA
Jody Harmon, MA
Mark Pfannschmidt, MD
Robert Trent, VA
Cornelia Watkins, TX
Kirk D. Moss, WI, Board Liaison
Libby Dietrich, ASTA Associate

Bornoff Fund Liaison
Jan Farrar-Royce, CT, jfroyce@cshore.com
Natalie Colbert, GA, Board Liaison 
Mary Jane Dye, ASTA Associate

Collegiate String Education 
Roundtable
Lisa Maynard, VA, Chair, 
 maynarlm@jmu.edu
Kristen Pellegrino, TX, Chair-Elect
Rebecca MacLeod, NC, Board Liaison

Committee on Studio 
Instruction (COSI)
Nancy Bargerstock, NC, Chair,    
 bargrstockne@appstate.edu 
Jacquelyn Bartlett, NC
Linda Jennings, PA 
Kelley Johnson, WA
Lynne Ledbetter, TX 
Mimi Butler, NJ
Deb Perkins, TX, Board Liaison
Beth Knight, ASTA Associate

Committee on School 
Orchestras and Strings (CSOS)
Chris Selby, NC, Chair, 
    chrisrselby@gmail.com
Kenny Baker, NV
Sarah Djordjevic, IL
Scott Laird, NC
Candace Wiebener, IA
Jim Palmer, GA, Board Liaison
Mary Jane Dye, ASTA Associate
 
Council of State Presidents
Colleen Tan, IN, Chair, 
 tan.colleen@gmail.com 
Stephen Benham, PA, Board Liaison
Donna Hale, Executive Director

Eclectic Strings Committee
Beth Fortune, WA, Chair, 
 eafortune@seattleschools.org 
Craig Butterfield, SC
Amy Feldkamp-Marr, MI
Tanya Kalmanovitch, NY
Bob Phillips, MI, Board Liaison
Beth Knight, ASTA Associate

K-12 Curriculum Committee
Stephen Benham, PA, Chair, 
 benham@duq.edu
Jane Aten, TX
Judy Evans, FL
Julie Lyonn Lieberman, CT
Denese Odegaard, ND
Mary Wagner, VA
Judy Palac, MI, Board Liaison

Guitar-in-the-Schools 
Committee 
Glen McCarthy, VA, Chair, 
 glenmccarthy@aol.com
Traci Bolton, MO
Gregg Goodhardt, CA
David Lusterman, CA
Scott Seifried, VA
Bill Swick, NW
Leo Welch, FL
Bob Phillips, MI, Board Liaison

Membership Committee 
Andrea Meyers, CO, Chair,    
 andreameyers@comcast.net
Georgia Ekonomou, GA
William Slechta, NC
Catherine Stewart, MD/DC
Natalie Colbert, GA, Board Liaison
Tami O’Brien, ASTA Associate

2014 National Conference 
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Clerestory Systems, Inc. 
Announces MuseMinder 3.5, Its 
Comprehensive Online Studio 
Management System

MuseMinder® Studio Management 
System is a web-based business tool 
and client portal especially designed 
for teachers of the arts.  The secure 
online system allows studio 
administrators to track students and 
parents, instructors, schedules, 
instruction offered, attendance, fees, 
accounts, events and performances, 

and even the music library.  
 MuseMinder’s modular, customizable design allows studios 
to manage multiple activities, each with its own constituents and 
fee structures.  This centralizes coordination of private and group 
instruction, youth and community orchestras, and member, 
alumni, or donor mailing lists all, into one system.
 MuseMinder studios can contact clients through integrated 
email messaging, and they can issue a personal, secure login to 
students and parents, so these members can access a personalized 
studio calendar, as well as their own accounts and invoices. 
Through this online portal, a studio’s clients may make payments, 
update their contact information, download studio PDFs, and see 
annotated attendance reports for students.  
 By bringing so many critical functions together and offering 
round-the-clock access from any web browser, MuseMinder 
helps solve a host of logistical issues for private instructors and 
music conservatories alike.  The low annual subscription includes 
personal customer service and tech support.  Find out more at 
http://museminder.com, or by contacting info@museminder.com.

New Edition of Wohlfahrt 
Foundation Studies for the 
Viola, Book 2—Insights From 
Rachel Barton Pine

Leading concert violinist and recording 
artist, Rachel Barton Pine, has taken the 
classic viola etude book, Wohlfahrt 
Foundation Studies, Book 2, (O2660X book 
and DVD-$18.99) and added her own 
important insights, extended bowing 
suggestions, dynamics, and advice on 
approaching this essential piece of the 
progressing student’s repertoire. Included 

with this new edition is a DVD, featuring all etudes performed by 
Matthew Lipman, as well as listening tracks (MP3) for each piece.
 "This new edition of the Wohlfahrt etudes really reinvigorates 
these studies for 21st Century violists. Pine’s thoughtful 

additions—and Lipman's excellent performances—make this 
edition an incredibly useful and practical learning tool for rising 
performers and their teachers," says Erin Wight, teaching artist 
for the New York Philharmonic, and violist in the Toomai String 
Quintet.
 This new edition is available now through Carl Fischer 
Music, or your favorite music retailer. 

Theodore Presser Company 
Presents Elson’s New Pocket 
Music Dictionary 

In the age of the Internet, Elson’s Pocket Music 
Dictionary remained a staple reference for 
musicians of all kinds with its compact size, 
exhaustive range of definitions and composer 
listings. Theodore Presser Company is 
pleased to present Elson’s Pocket Music 
Dictionary	(417-41039	•	$5.95),	edited	by	
composer and educator Matthew Herman 
and updated to reflect the technologies and 
theories of 20th- and 21st-Century music, 
along with an augmented composer list and 

the inclusion of jazz and contemporary music definitions. Elson’s 
Pocket Music Dictionary provides more than double the number of 
definitions than any other pocket dictionary, and at a lower price! 
Now more relevant than ever, Elson’s Pocket Music Dictionary will 
remain essential as a trusted and efficient resource for musicians.
 For more information about new publications from 
Theodore Presser Company or to locate a dealer near you, log on 
to www.presser.com or e-mail us at sales@presser.com. 

Sting Industry Council 
Member Benefit: Showcase 
Your New Products or 
Services for Free

Would you like to have 
exclusive placement of 
your company’s new 
products, services, or 
information “showcased” 
in AST? If the answer 
is “yes,” please send all 
releases, not more than 
300 words, to maryjane@
astaweb.com. This benefit 
is for String Industry 
Council members only.
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Recipient Of First-Ever Music Educator Award™ 
Presented By The Recording Academy® And The 
Grammy Foundation®
Kent Knappenberger of Westfield Academy and Central School in Westfield, New York is the 
recipient of the first annual Music Educator Award™ presented by The Recording Academy® and the 
GRAMMY Foundation®. A total of nine music teachers from seven states were finalists for the award. 
In total, more than 30,000 nominations were submitted from all 50 states.
 ASTA congratulates Knappenberger and all nine finalists for this prestigious recognition by the 
academy. We are especially proud of ASTA members Michael Allard, Chuck Cushinery, Vivian 
Gonzalez, Glen McCarthy, Sarah Payne, and Jo Wallace-Abbie whose dedication to music and 
their students has not gone unnoticed. We salute you!
 The Music Educator Award was established to recognize current educators (kindergarten through 
college, public and private schools) who have made a significant and lasting contribution to the field 
of music education and who demonstrate a commitment to the broader cause of maintaining music 
education in the schools.
 The nine finalists receive a $1,000 honorarium, and the schools of all 10 finalists will receive 
matching grants. The honorariums and grants provided to the finalists and schools are made possible 
by the generosity and support of the GRAMMY Foundation's Education Champions Box Tops For Education®, Converse, Ford 
Motor Company Fund, Journeys, Microsoft Surface, and Universal Music Group.
 Applications for the second annual Music Educator Award are currently online; to nominate a teacher, visit 
GRAMMYMusicTeacher.com. The deadline to nominate is March 31, 2014. The application process will be adjusted each year to 
allow the broad array of effective teaching styles and methods used in the discipline to be recognized and awarded.
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Class	Methods
STRING BASICS: STEPS 
TO SUCCESS FOR STRING 
ORCHESTRA, Book 2. Terry 
Shade, Jeremy Woolsten-
hulme, with Wendy Barden. 
Kjos, 2011, teachers ed. 
$69.99, student book $8.99, 
pno accomp $14.99.
Book 2 contains many of  the 
same features as Book 1, such 
as the practice tracks, video 
lessons, and interactive practice 
studio, with some additional 
thoughtful features. One is the 
set of  worksheets, in which 
students are asked to reflect 
both on performances and on 
individual practice habits. Short 
theory worksheets, ear-training, 
and rhythmic sheets are all 
aligned with concepts presented 
in the book. Additionally, 
informative lessons on music 
history, making connections 
between musical compositions 
and art, and activities for special 
days (such as when there is a 
substitute) promote musical 
learning. The teacher’s edition 
supplies teaching strategies in 
two categories: performance and 
musical understanding, and an 
interactive teacher’s studio offers 
additional strategies and teaching 
tips. Whereas Book 1 seemed 
innovative, this book seems less 
so. As with many second-year 
methods, the authors begin by 
reviewing concepts presented 
in Book 1, then introduce 
concepts such as E minor, 
dotted notes, hooked bowing, 
off  beats, or syncopation. For 
new string teachers or someone 
wanting a change from the 
standard fare in classroom string 
methods, the String Basics series 
offers a nice alternative. I.K.

String	Orchestra
APOTHEOSIS: From “Jour-
ney” (Gr. 3.5). Austin 
Wintory, arr. Bob Phil-
lips. Belwin, 2012, $64. 
This ethereal selection in D, 
based on the main theme from 
the video game, “Journey,” is a 
sure hit with the video-gaming 
crowd. Throughout, the cello 

section represents the game 
player, beginning with a cello 
solo. A great piece to challenge 
your cello section, as the part 
reaches sixth position with some 
quick shifts and extensions in 
a lengthy eighth-note-triplet 
arpeggiated section. First violins 
shift to seventh position in 
a slow lyrical portion of  the 
work, while seconds have an 
easy climb to third. Violas have 
a short treble-clef  section that 
reaches fifth position, with 
many extended third fingers in 
their arpeggiated triplets. The 
bass part is playable in first 
position, although more skilled 
players could shift throughout. 
Triplets are reinforced, with 
lyrical playing requiring slow, 
controlled bows. K.H.

BLUE WATER (Gr. 4). 
Yukiko Nishimura. Carl 
Fischer, 2013, $55.
This lovely challenging 
composition is in 6/8, with 
tempo markings varying from 
dotted quarter note = 66 to 
a piu mosso section where 
dotted quarter = 88. Cello and 
bass pizzicato mimics a guitar 
or harp, contrasting nicely 
with the beautiful first violin 
melody; seconds and violas add 
support. Tricky rhythms appear 
with a sudden change to 9/8 
for two measures, then back to 
6/8. Viola, cello and bass have 
some effective chords, building 
to a solid forte ending. My 
students have been challenged 
by this piece, but they enjoy 
every minute playing it! T.C.

BOLLYWOOD STRINGS: 
JUNIOR EDITION (Gr. 
2+). Julie Lyonn Lieber-
man. Kendor, 2012, $45.
This piece blends pop culture 
with traditional Indian scales 
and rhythms and contemporary 
sounds, and will delight students 
while teaching syncopation. All 
parts remain in first position. 
The score comes with links to 
videos and tutorials for electric 
violin techniques as well as 
tips for each section of  the 
orchestra; electric violin can 
be replaced by acoustic violin. 

A great piece to stretch your 
students with new rhythms while 
introducing electric violin! L.A.

CANCIÓN DEL AMOR (Grade 
1.5, guit, perc, pno). Tim Mc-
Carrick. Alfred, 2012, $40.
This original love song in the 
“style of  Mexico” offers a 
fantastic opportunity to engage 
students in making music—
maracas, guiro, claves, acoustic 
guitar, and piano could provide 
non-string students a fun 
introduction to the orchestra! In 
G throughout, first violins and 
celli perform the initial theme 
in unison. The rest of  the upper 
strings join in thirds. Viola and 
second violin divisi parts in the 
second half  of  the piece will 
make your orchestra sound even 
larger. Basses perform four 
different rhythms, doubled in 
piano left hand. All parts are 
easily played in first position 
and the indicated fourth-finger 
As on the D string for violins 
and violas definitely keep 
consistent legato. Bowings are 
appropriate for grade 1.5, with 
détaché or slurs rarely mixed 
together. Basses play pizzicato 
throughout. The guitar part, 
constantly outlining seven 
different chords in a repetitive 
rhythm, makes this selection 
a must! Three percussionists 
will really take the performance 
to the next level. L.K.H.

CHESAPEAKE SAILS (Gr. 3, 
opt. pno). Joseph Compello. 
Carl Fischer, 2004, $38.
My students absolutely love 
working on this driving and 
uplifting G-major sailboat tune. 
Imagine the wind in your face 
as you are soaring over the 
waves, rapidly gaining speed 
on a beautiful sunny day. This 
is exactly the temperament 
of  my eighth graders, and 
the song represented spring 
fever to them. Running eighth 
notes, bouncing accented and 
syncopated repeated patterns 
and lyrical third-position 
melodies are highlights. There 
are several canons and counter 
melodies, a very challenging 
cello soli that peaks through the 

top, then first violins reach the 
summit with a fifth-position 
workout as the main melody 
returns. The piece continues to 
build more drive, adding more 
syncopation, a faster tempo, 
violas soar to the top, and then 
an incredibly challenging finale 
erupts into an abrupt ending. 
Wow, what a workout! T.M.

COLOSSUS (Gr. 1/2, opt. 
pno). Larry Clark. Carl 
Fischer, 2013, $40.
This upbeat fanfare offers 
young musicians the chance 
to demonstrate newly-learned 
skills. With simple rhythmic 
figures, Colossus allows students 
to focus on developing proper 
playing technique. To avoid 
accidental solos, students 
need to carefully count during 
sections with unison rests. The 
orchestration works well for 
both small and large orchestras; 
seconds and violas double each 
other, and cello and bass are 
mostly identical. For a successful 
performance, musicians must 
play marcato and legato. To 
create musical tension, Clark 
employs dissonant notes and 
their resolutions, all within 
G major. A great piece to 
grab the audience’s attention 
from the first note! D.P.

THE MAGICAL WORLD OF 
PIXAR (Gr. 3, opt perc). 
arr. Robert Longfield. Hal 
Leonard, 2007, $55.
This medley includes “The Big 
Race” (Cars), “Nemo Egg” 
(Finding Nemo), “The Spirit of  
Adventure” (Up), “The Glory 
Days” (The Incredibles), “Ratouille 
Main Theme” (Ratatouille) and 
“You’ve Got a Friend in Me” 
(Toy Story). All themes are 
well arranged, with a variety 
of  styles including “swing.” 
Keys range from F to D, so 
are accessible to most middle 
and high schoolers. Only 
firsts go beyond first position. 
Bowings are well thought-
out. My students enjoyed this 
piece—it was a highlight of  
our pops concert. M.C.
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PEACHTREE PIZZICATO (Gr. 2). 
Richard Bell. Kjos, 2012, $48.
Want to add some texture and 
fun to your next program? 
This is definitely it. Bell’s 
original composition has a 
great jazz-like feel with heavy 
syncopation. Remaining in G 
and C, it is in first position for 
all but basses. The rondo form 
is great to reinforce strong 
pizzicato technique. It will surely 
be a crowd pleaser! J.A.S.

THE RED GULLY (Gr. 2, 
opt. pno). George Sweet. 
Carl Fischer, 2013, $50.
This D-major piece brings 
absolute delight to middle 
schoolers, especially their 
director. What sheer joy to 
conduct the jazzy syncopations, 
varied and independent 
instrument entrances, and 
frolicking melodies meant 
to remind the audience of  
childhood play, freedom, 
and innocence, Sweet truly 
captures the flighty feeling with 
lyrical upper-string passages 
with underlying lower-string 
syncopated separated bow 
strokes. Watch out for the 
extended finger patterns—the 
violas begin on C-sharp on the 
G string. Who can resist dancing 
while conducting or listening 
to this masterful, superbly 
written composition? T.M.

THE ROLLING STONES ON 
TOUR (Gr. 3.5) Mick Jagger 
& Keith Richards, arr. Patrick 
Roszell. Belwin, 2013, $64.
This entertaining string 
arrangement includes “Paint it 
Black,” “Ruby Tuesday,” and 
“(I Can’t Get No) Satisfaction,” 
with piano and drumset/
wind chimes, and is true to the 
original songs. The violins have 
great opportunities for solos; the 
piano is necessary. First violins 
have some shifting to fourth 
position. This is a must-have 
in everyone’s library! J.A.S.

SKYFALL (Gr. 3, pno, perc). 
Adele Adkins & Paul Ep-
worth, arr. Larry Moore. 
Hal Leonard, 2012, $45.
Bring in pop culture by 
performing this work from 
the latest James Bond film. 
Piano and percussion helps 
this arrangement mimic Adele’s 
original. The syncopated 
and dotted rhythms are 
challenging, but students 
should easily perform them 
due to familiarity with the 
original composition. While 
shifting is not required, ample 
opportunities exist for musicians 
to challenge themselves by 
performing passages in higher 
positions. First violin is the 
most challenging due to its 
rhythm and required divisi. For 
an exciting performance, all 
musicians need to master the 
various articulations, dynamics, 
and chromatic notes. This 
great piece will motivate your 
students and stretch their 
performance abilities, helping 
them develop skills to transfer to 
future concert selections. D.P.

SLAVONIC DANCE NO. 1, op. 
46, No. 1 (Gr. 1, opt. perc). 
Antonin Dvořák, arr. Michael 
Story. Belwin, 2012, $40.
This is a great work to 
introduce the use of  folk tunes 
in western classical music. 
Story’s arrangement, in 3/4 
G major, includes tambourine 
and triangle to add texture to 
the performance. First and 
second endings and repeats 
are used. This is truly a fun 
piece for any beginning or 
intermediate orchestra. J.A.S.

THAT GERSHWIN RHYTHM 
(I Got Rhythm, Fascinat-
ing Rhythm, and Strike Up 
the Band) (Gr. 4, solo voice 
or trumpet, opt. pno, drum 
set). George & Ira Ger-
shwin, arr. Douglas Wag-
ner. Belwin, 2010, $64.
This combines three of  the 
songwriting brothers’ all-
time favorites in an up tempo 
feature. Save for occasional 

countermelodies, the orchestra 
provides only rhythmic and 
harmonic support for the solo 
voice or B-flat trumpet. (While 
not specified, the vocal range 
is best suited for soprano or 
tenor.) The three keys—A-flat, 
E-flat, and B-flat—seem to 
favor the trumpet soloist. First 
violins extend to fifth position 
in a brief  divisi passage, and 
basses briefly reach middle 
C; other parts’ ranges are 
modest. Two elements of  jazz 
style from the early twentieth 
century—chromaticism and 
syncopation—may pose the 
greatest challenges to students. 
Articulations are clearly 
delineated; directors should still 
regulate note lengths, accent 
quality, and degree of  separation. 
The optional piano part is 
frequently independent of  the 
string voices; together with the 
drum set, it would contribute 
welcome rhythmic drive and 
color. This would be a crowd-
pleaser for any concert. M.L.

TERKISHER KLEZMER FEST 
(Gr. 3, perc). Trad., arr. 
Julie Lyonn Lieberman, 
Alfred, 2012, $48.
Klezmer music offers thrilling 
rhythms and festive, yet 
mysterious, melodic themes. 
In C and lively 4/4, this tune 
challenges students with 
“Gemini” notes (notes that 
change identity throughout a 
piece, e.g. A-sharp to A-flat and 
back) and an Eastern European 
modal scale that sports a minor-
third gap. The unforgettable 
melody, played by all but bass, is 
guaranteed to create an enjoyable 
experience. The three percussion 
parts (tenor drum, bass drum, 
tambourine) are playable by 
string players. Dynamics range 
from mezzo-piano to forte, 
with rhythms including dotted-
eighths and -quarters, and 
eighth-note triplets. Bowings 
include détaché, staccato, slurs, 
and tremolo. All instruments 
stay in first position, except bass 
shifts to third-position D. This 
infectious style will become a 
hit with your students. N.C.

String	or	Full	Orchestra
FREEDOM FINALE (Gr. 
1.5). arr. Michael Story. 
Alfred, 2012, $50.
This short medley of  “America 
the Beautiful”, “Chester”, 
“America”, and “Battle Hymn 
of  the Republic” is easy to put 
together for Veterans Day or 
other patriotic performances. All 
wind and brass parts lie within 
beginner ranges; the review 
of  sharps for familiar tunes is 
simple for even the youngest 
players. The three percussion 
parts include timpani and two 
battery performers. All string 
parts can be performed in 
first position G major. String 
articulations consist primarily 
of  détaché with a sprinkling of  
slurs. The “Battle Hymn of  the 
Republic” is the one exception, 
as secco staccato works best for 
brass and strings. The wind/
string doubling enables young 
ensembles to sound large 
and full. Although playable 
by strings alone, this would 
make a great introduction to 
full orchestra experience for 
middle schoolers. L.K.H.

THE MAGIC OF HARRY 
POTTER (Gr. 3). Michael 
Story. Belwin, 2013, $63.
Music from the Harry Potter 
movies has become part of  
our musical culture. Now that 
the films have finished telling 
the beloved tale, Story has 
taken material from all eight, 
creating a sweeping medley to 
take your students and listeners 
on Harry’s journey. With lots 
of  recognizable themes by 
some of  the musical world’s 
foremost composers, you can 
grab an audience’s attention 
with the first five notes. There 
is plenty to keep all sections 
playing and busy, with nothing 
too difficult in key signatures or 
rhythms. Story added optional 
opportunities for soloists, 
giving a chance to feature top 
students. Expressive markings 
are very well notated, with clear 
dynamics and articulations. The 
greatest challenges may be the 
transitions between themes, 
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with many tempo and time 
signature changes, and having 
your ensemble play with lots 
of  expression. Because this 
six-minute arrangement includes 
music from all eight movies, 
it makes a great addition to 
a music library to fill all your 
Harry Potter needs. M.W.

Full	Orchestra
THE BEATLES SUITE (Gr. 3, 
timp, opt. pno). Lennon & 
McCartney, arr. Jack Bull-
ock. Belwin, 2013, $60.
This suite, featuring three tunes 
by the Fab Four, provides 
a delightful full orchestra 
arrangement for middle school 
musicians. “Do You Want To 
Know A Secret?,” in G with 
a modulation to D, includes 
interesting harmonies; string 
players should be comfortable 
with A- and E-flats. “From Me 
To You,” also in G, features 
four-note slurs and a good deal 
of  syncopation. Cello and bass 
are often in octaves. “She Loves 
You,” in F, has upper and lower 
strings answering back and forth. 
Rhythms and notes should not 
be an issue. It would be helpful 
to perform with piano, and 
percussion would add liveliness. 
This fun piece would work well 
on a pops or spring concert. G.P.

FASCINATING RHYTHM 
(Gr. 4). George Gersh-
win, arr. John Whitney. 
Belwin, 2011, $70.
Using the timeless Gershwin 
tune as a starting point, Whitney 
has fashioned a five-minute 
concert overture suitable for 
advanced high school and 
community orchestras. Finely 
crafted, expertly orchestrated, 
and stylistically authentic, the 
work is even appropriate for 
professional orchestras’ pops 
programs. The loose formal 
design retains the basic structure 
of  the original—introduction, 
verse, and refrain—yet the 
themes are both rhythmically 
and stylistically varied (including 
“lazy blues,” “hard swing,” 
and bossa nova). In addition 
to complex syncopation and 

hemiola, Whitney employs 
compound meter (12/8) for 
the laid-back statement of  
the verse. The arrangement 
offers a fine opportunity to 
reinforce both rhythmic “feel” 
as well as the importance of  
precise subdivision. Overall 
key areas are G and C, with 
significant gestures to the 
relative minor and frequent 
chromatic inflection. Fascinating 
Rhythm appears intended 
for orchestras with complete 
instrumentation (winds in 
pairs, full brass contingent, and 
at least four percussionists) 
and moderate strength in all 
sections. The orchestration 
exploits timbral variety, with 
cues limited to two passages 
(for oboes and bassoons). 
Whitney maintains a prevailing 
textural thickness so that no one 
section or instrument family 
is unduly exposed. Strings 
will likely be challenged by 
style and rhythm rather than 
range. Optional octave divisi 
in first violins restricts fifth 
position to the most confident 
players. In the final measures, 
Whitney adds resonance with 
violin and viola double stops; 
divisi helps clarify this passage. 
Advanced orchestras will enjoy 
the challenges and rewards of  
this professional-grade vibrant, 
colorful arrangement. M.L.
Violin
THE ABC’S OF VIOLIN FOR 
THE ADVANCED (Book 3) and 
MORE ADVANCED (Book 4). 
Janice Tucker Rhoda. Carl 
Fisher, 2012, each $14.99.
This violin method, quite 
accessible to the advancing 
violinist, is designed for both 
children and adults. Both 
books include a CD with 
complete violin and piano 
performance of  each piece, 
piano accompaniment alone, and 
printable PDF accompaniments. 
Book 3 includes studies, 
scales, arpeggios and charming 
classical and popular melodies. 
Outstanding teaching aids 
are particularly novel and 
pedagogically strong. As an 
example, helpful diagrams 

illustrate fingerings up the 
string, mapping first to third 
position notes. Double stops 
are introduced first as string 
crossing slurs, then presented 
as double stops within fun 
melodies. Harmonic and 
natural minor scales are initially 
presented, then followed 
immediately with pieces utilizing 
the appropriate keys. Low third-
finger F-natural in third position 
on the A string is introduced in 
exercises and melodic practice 
tunes. I highly recommend 
this volume as a method or 
supplementary material to any 
medium-advanced violin student 
beginning to shift, learn spiccato, 
and theoretically to understand 
violin playing. M.G.K.
Book 4 explores pizzicato, 
followed by natural harmonics, 
low first finger on each string, 
with the rest of  book devoted 
to second position. Each 
lesson begins with a warm-up 
exercise introducing the new 
note followed by a familiar 
tune in second position 
emphasizing that note. The 
wonderful quality of  book 
and CD are sure to challenge 
and encourage students in 
learning second position. L.A.

THE PASCAL METHOD 
(beg. vn). Susan A. Pascal. 
Alfred, 2012, $29.99. 
Traditional and Suzuki teachers 
will rejoice with this new 
publication. As every teacher 
knows, the first lessons are 
critical to a student’s approach 
to the instrument. This 
method provides a practical 
and sequential series of  
twelve lessons, with practice 
assignment sheets, theory 
lessons and worksheets, rhythm 
and note flashcards, a glossary 
of  exercises and terms, and a 
DVD demonstrating each of  the 
teaching strategies. A package of  
motivational and instructional 
stickers and fingerboard tapes is 
available separately. The book is 
well laid out with many attractive 
and kid-friendly illustrations and 
clearly articulated instructions 
for parents and teachers. Based 
in Galamian’s terminology and 
pedagogy, Rolland and Suzuki 

pedagogy are also clearly a part 
of  Pascal’s background. The 
book begins by introducing 
playing posture, pizzicato, 
followed by bow hold. Bowing 
exercises on open strings 
precede finger placement, 
though the basic left hand 
posture is introduced in lesson 
three. Pascal combines left and 
right hands on a D major scale 
in lesson five. In lesson six, she 
introduces Suzuki’s signature 
rhythm of  four sixteenths and 
two eighths, nicely dovetailing 
with Suzuki’s books. By lesson 
eight, the author has covered 
one-octave scales in D, G, and 
A, “Twinkle,” rhythm and 
note reading, composition, 
memorization, and musical 
terminology. The remaining 
lessons reinforce and refine the 
skills and culminate in a “final 
exam” and a “graduation” 
certificate. Overall, this 
method collates all the typical 
beginning teaching materials 
and established pedagogy into 
one well-organized book—an 
eminently practical addition 
to any teacher’s library. P.B.

SONATA (UNFINISHED) 
(vn, pno). Dimitri Shosta-
kovich. DSCH/Hal Leon-
ard, 1945/2012, $30.
Shostakovich began writing this 
composition in 1945 but never 
finished it. In the form of  a 
double exposition, the violin 
plays very simply the first two 
themes in two contrasting keys 
(G minor and E major); in the 
second half  of  the exposition, 
the piano plays the two themes, 
accompanied by the violin. 
Breaking off  abruptly, the 
development section was never 
written. Numerous musical ideas 
occur in this short piece. Both 
themes appear in Shostakovich’s 
Tenth Symphony, and Russian 
folk song forms are evident. 
Beethoven’s Moonlight Sonata 
is called to mind, giving rise 
to Shostakovich’s creativity 
and attentive ear. The tempo 
is Moderato con moto in a waltz-
like 3/4 with some meter 
changes. A copy of  the original 
manuscript is included. With 
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no fingerings or bowings, the 
phrasing is still evident. This 
short composition, with limited 
second, third, and fifth position, 
is excellent for the intermediate 
violinist, and a good 
introduction to Shostakovich 
and twentieth-century music. 
Students could follow up by 
listening to or performing the 
Tenth Symphony. P.M.H.

Viola
THIRD POSITION FOR THE 
VIOLA, BOOK ONE; THIRD 
POSITION STUDY BOOK FOR 
THE VIOLA (similar avail-
able for vn). Cassia Harvey, 
wwwcharveypublications.
com, 2012, 2013, each $8.
Harvey’s two volumes work 
together to form a smooth 
introduction to third position 
on the viola (or violin). In 
Book One, Harvey starts by 
introducing shifting from the 
first finger, adding the other 
fingers one at a time in third 
position. To complement these 
exercises, several short pieces 
follow. Harvey concentrates on 
one string at a time, including 
slurs, and then moves on to 
second-, third-, and fourth-
finger shifting on each string. 
She also covers shifting across 
strings. The tunes accompanying 
the exercises are fun, and 
shifts are well marked. The 
accompanying Study Book 
focuses on gaining proficiency in 
third position; many pieces stay 
in third position, crossing strings 
often. For teachers looking for a 
new approach in teaching third 
position, Harvey’s books are 
thorough, fun, and quite easy 
to read, with fingerings clearly 
marked, a fine way to teach 
young violists (or violinists) 
the art of  shifting. G.P.

Cello
PRAYERS REMAIN FOREVER 
(vc, pno). Martin Bresnick. 
Carl Fischer, 2011, $19.99.
Commissioned by Ashley 
Bathgate and Lisa Moore for 
their new music ensemble, 

“TwoSense,” this mournful 
work pulls its inspiration from 
Israeli poet Yehunda Amichai’s” 
Gods Come and Go, Prayers 
Remain Forever”. The piece 
immediately captures the 
audience with repetitive pleas 
of  sustained cello strain and 
almost percussive, syncopated 
piano chords growing and 
decaying as the poem suggests: 
“Tongues die like people, 
other tongues come to life.” 
Performers are challenged to 
sustain the tone as the dynamics 
undulate relentlessly. The second 
section features each instrument 
separately in a maddeningly 
furious series of  cagey sixteenths 
bowed in sets of  two, three, 
and four, rarely following any 
pattern. The next section is 
more conversational with piano 
and cello responding to one 
another inquisitively. While an 
answer is illusive, the section 
closes with a return of  the initial 
prayer’s modal and rhythmic 
drive. The final portion of  the 
work is a blur of  sixteenth-
note triplets for piano and cello 
leading to bemoaning strains 
echoing the introduction. The 
cellist utilizes the entire length 
of  the fingerboard, requiring 
excellent left hand dexterity and 
stamina, plus adequate attention 
to the bow-hand to pull emotion 
from the performer through 
the instrument. This chamber 
piece is an exciting challenge 
for both instruments. L.K.H.

Harp
FOREST GREEN. Frank Voltz. 
Chiera Music, 2013, $5.
Voltz wrote this tune in 
memory of  his friend, Steve 
Green, builder of  Steen Lever 
harps. In D Vivace, it is far 
from melancholy. To me, 
it sounds just like a forest; 
imagine enjoying a beautiful 
day and a picnic, perhaps. 
With no chord symbols but 
some helpful fingerings, no 
lever changes needed. Several 
descending scales, conveniently 
divided between the hands, 
create a delightful sound—
scales can be fun! D.G.V.

Chamber	Music
PIANO TRIO IN G MINOR 
op. 26. Antonin Dvořák. 
Bärenreiter, 2012, $35.
This beautiful edition of  
Dvořák’s wonderful piano trio 
is great for advancing students. 
The violin has some fifth 
position with a few runs into 
seventh. The cello also explores 
some tenor clef; the pianist 
is challenged as well. Players 
must be confident with their 
own parts, and also familiar 
with and aware of  the others 
to make this piece shine. The 
four movements are Allegro 
moderato, Largo, Presto 
(Scherzo and Trio), and Allegro 
non tanto. Each movement 
is an enjoyable work for both 
performer and audience! L.A.

Books
THE ORCHESTRAL VIOLINIST’S 
COMPANION. Martin Wulf-
horst. Bärenreiter, 2012, $90.
Wulfhorst is Associate 
Concertmaster of  the Hamburg 
Symphony, and a member of  
the Hamburg Quartet and 
the Syracuse (NY) Society 
for New Music. Orchestral 
string players and those who 
teach them will find his book 
invaluable, helping bridge the 
gap between “string playing” 
and “string playing in an 
orchestra.” As the title implies, 
the book addresses issues faced 
by orchestral section violinists, 
covered comprehensively and 
systematically. It examines 
issues related to bowing 
technique, sound production 
and coordination, including 
subsections on traditional 
topics: controlling and adapting 
the elements of  bowing, bow 
divisions and articulation, as well 
as fascinating discussions on 
vibrato, soft playing and “good” 
and “bad” bowings. Can’t figure 
out why tremolo isn’t sounding 
right? Check out Chapter 5.18. 
Looking to devise a practice 
routine for a particular passage? 
See Chapter 4. Want to mark 
parts before sending them out? 
Chapter 9. Extensive citations 

from respected authors address 
“Working in an Orchestra” and 
“Auditions,” including coping 
with post-audition stress. 
Perhaps the greatest strength 
of  this volume is the author’s 
ability to reduce the thorniest 
challenges to component parts. 
For example, Wulfhorst divides 
the bow into six sections, with a 
total of  eight points (including 
frog and tip); in several of  the 
many orchestral excerpts, the 
author has devised particularly 
helpful notation for showing 
not only where the bow stroke 
begins, but also where it ends. A 
supplemental website includes 
study guides for students, 
audition candidates and violin 
teachers, as well as marked parts 
and additional material and 
errata from the printed volume. 
Updates and supplements 
are scheduled to appear in 
the future. Wulfhorst’s book 
should be part of  every string 
player’s reference library. C.G.

Note: ASTA only 
reviews String Industry 
Council material.
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Reviews
Reviewers

Lydia	Anglea	(L.A.) is a recent string pedagogy graduate of 
Bob Jones University in Greenville, South Carolina. She is now 
beginning her teaching career at Calvary Baptist Academy in 
Midland, Michigan, where she is teaching strings and elemen-
tary music classes. 

Philip	Baldwin	(P.B.) is the professor of violin, conductor of 
the University Symphony Orchestra, and director of string stud-
ies at Whitworth University in Spokane, Washington. Baldwin is 
active as a soloist, concertmaster, and recitalist and served as 
the president of Washington ASTA and vice president of both 
the Utah and Maryland/D.C. chapters. 

Nola	Campbell	(N.C.) is the director of orchestras at Glaston-
bury High School, teaching 150 string students and 25 guitar 
students each day. She performs on either violin or viola with 
the New Britain Symphony Orchestra, and other orchestras 
and string ensembles in the greater Hartford, Connecticut 
area. She also is an active music education clinician, lecturer, 
studio teacher, and orchestra conductor.

Murilou	Chilman	(M.C.) is an orchestra teacher in the Para-
dise Valley School District. She is a violinist and violist with 
a master’s of music education from Arizona State University. 
She is a member of an active string quartet and writes the full 
orchestra arrangements for Resurrection Lutheran Church. 

Thornton	Cline	(T.C.), award-winning songwriter, author, 
teacher, and musician, is a sought after national speaker on his 
newly released, innovative book, Practice Personalities. A mem-
ber of the Cumberland University music faculty in Lebanon, 
Tennnessee, Cline was twice awarded “Songwriter of the Year” 
for his hit song, “Love is the Reason,” recorded by Engelbert 
Humperdinck and Gloria Gaynor. He has had numerous music 
education articles in print and numerous educational choral 
and instrumental works published by major publishers.

Anna	Cromwell	(A.C.) is both assistant professor of violin and 
viola and instrumental division director at Eastern Illinois Uni-
versity. She performs regularly in her violin/cello duo, Duo XXI, 
and has presented pedagogy lectures at the ASTA National 
Conference and the Illinois Music Educators Conference.

Lindsay	Fulcher	(L.J.F.) is a Ph.D. candidate in music education 
at the Pennsylvania State University. She is a teaching and re-
search assistant and maintains a small private violin and viola 
studio. Previously she was a high school orchestra director in 
Burlington, North Carolina.

Cyrus	Ginwala	(C.G.) is on faculty at San Francisco State 
University. He has conducted orchestras including the National 
Symphony Orchestra of Costa Rica and the Symphony of the 
Mountains, where he was the music director from 1996-2005. 
He has also conducted at summer festivals including Aspen, 
North Carolina School for the Arts, Sewanee, and Cazadero, 
as well as numerous county and all-state festivals.

Denise	Grupp-Verbon	(D.G.V.) is an active professional per-
former who teaches privately and at Owens State Community 
College. She was formerly a member of the Civic Orchestra 
of Chicago and has a master of music degree in harp perfor-
mance from Northwestern University.

Lin	He	(L.H.) serves as assistant professor of violin at the Louisi-
ana State University. The 2012-2013 season of concerts takes 
violinist Lin He with concerto appearances and recitals from 
the States to mainland China, and orchestral leadership of the 
Baton Rouge Symphony and Shreveport Symphony. During the 
summer, he teaches at the Sewanee Summer Music Festival.

Kristin	Herkstroeter	(K.H.) teaches first to 12th grade strings 
and serves as music department chair at Viewpoint School in 
the greater Los Angeles area. She is a violinist/violist with a 
Ph.D. in music education from Florida State University.

Laura	Kerr	Hill	(L.K.H.) is a Ph.D. candidate in music educa-
tion, string pedagogy, at Ohio State University under the di-
rection of Bob Gillespie, former ASTA president. She is a past 
Kentucky State ASTA president, and decade-long member of 
KYASTA board of directors. She taught in the public schools for 
more than a dozen years and was the education coordinator 
for the Indianapolis Symphony Orchestra prior to attending 
OSU.

Georgia	Hornbacker	(G.H.) attended Indiana University where 
she received her B.M. and M.M. degrees and since 1986 has 
been violin professor at Millikin University, teaching string 
methods, string pedagogy, theory fundamentals, music appre-
ciation, and serving as concertmaster of the Millikin-Decatur 
Symphony Orchestra. She also teaches in Millikin’s prepara-
tory department. In addition, she is associate concertmaster 
of the Illinois Symphony Orchestra and the Illinois Chamber 
Orchestra. 

Priscilla	Howard	(P.M.H.) teaches at the Pennsylvania State 
University and has a private string studio. She also is a violinist 
with the Fairfaix, Virginia and York, Pennsylvania Symphonies.

Melissa	Gerber	Knecht	(M.G.K.) is professor of violin and 
viola and director of chamber studies at Hillsdale College. She 
is a performing musician, active string clinician and educational 
consultant for the Toledo Symphony Orchestra. Knecht also 
serves as MASTA director of studio teaching projects.

Ingrid	Kovacs	(I.K.) currently teaches orchestra at Durango 
High School in metropolitan Las Vegas. She is active in ASTA, 
NAfME, and ISME. Recently, she completed her doctorate in 
music education at Boston University.

Walter	J.	Ladden	(W.J.L.) has been an instructor in classical 
music appreciation in adult education venues in New Jersey 
since 2007. Starting in late 2010, the Music Club of Hol-
lywood, 11 branches of the Broward County Library system, 
Florida International University, and Nova Southeastern Univer-
sity have used his services in both on-site and satellite assisted-
living locations.

Mark	Laycock	(M.L.) is an associate professor of music at 
Wichita State University, where he holds the Ann Walenta Fac-
ulty of Distinction Endowed Professorship; he serves as director 
of orchestras and coordinator of strings. Laycock is a member 
of the board of directors of the Midwest International Band 
and Orchestra Clinic. His work as guest conductor, clinician, 
and adjudicator spans 20 states, including the leadership of 
all-state, regional, and district honor orchestras.

Tammy	Mason	(T.M.) is a string specialist for Tempe School 
District three. She earned her M.M. in instrumental music edu-
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cation and M.Ed. in bilingual education from 
Arizona State University. She has taught and 
played professionally during her 24 years 
as director of six orchestras at Gililland 
Middle School.

Gene	Pohl	(G.P.) is director of orchestras 
at Gunston Middle School and Wakefield 
High School in Arlington, Virginia. She holds 
degrees in music education from Ithaca 
College and music performance from Boston 
University. She is an active freelance violist 
and performs with two local symphonies in 
the Washington, D.C. area.

David	Pope	(D.P.) serves as director of or-
chestras at Manatee High School (FL), con-
ductor for the Sarasota Youth Orchestras, 
and co-director of Florida State University's 
String Orchestra Camp. Previously, Pope 
taught orchestra in Tennessee and served 
as the executive director of the Tallahassee 
Youth Orchestras. He earned music educa-
tion degrees from Florida State University 
and the University of South Carolina.

Jeannine	A.	Sturm	(J.A.S.) holds a Ph.D. 
in music education from the University of 
Arizona in Tucson where she served as the 
director of the UA String Project for three 
years. She is an itinerant orchestra direc-
tor (grades 4-12) in Berkeley County, West 
Virginia. She holds degrees from Adelphi 
University, Long Island University, and Hof-
stra University and an advanced certificate 
in higher education administration from 
Stony Brook University. 

Blair	Williams	(B.W.), Ph.D. student in string 
music education at Ohio State University, 
conducts the OSU Community Orchestra and 
works with the Chamber Strings, an orches-
tra under the Columbus Symphony Youth 
Orchestras. She also maintains a small violin 
and viola studio. She holds a B.M.E. from 
Baylor University and an M.M. from Kansas 
State University.

Robert	H.	Woody,	Sr.,	(R.H.W.) is a pro-
fessor of psychology at the University of 
Nebraska at Omaha, writer/lecturer on the 
social psychology music, and multi-instru-
mentalist performer in a variety of venues.

Matthew	Wright	(M.W.) teaches high school 
orchestra and guitar in Mesa, Arizona. He 
also teaches music in the international bac-
calaureate program.

M.J.	Sunny	Zank	(M.J.Z.), professor of 
music, joined the Ohio Northern University 
faculty in 1993. Her teaching specialties 
are music theory/composition, music history 
and ethnomusicology and violin/viola and 
string ensemble. She holds degrees from the 
University of Oregon and the University of 
Northern Colorado. Following her under-
graduate work she did additional studies 
at the Franz Liszt Academy (Budapest), 
Mozarteum (Saltzberg), and Trossingen 
Hochschule (Germany). 



90 | American String Teacher | February 2014

Assignment:	
Write	a	Student	Essay	on	Why	
ASTA	Student	Membership	Is	
Important

ASTA student chapter members are invited to 
write a 300- to 350- word essay on why it is 
important to belong to your university’s ASTA 
Student Chapter. A new essay will appear in 
each quarterly American String Teacher. If your 
essay is selected, you will receive $100!
 Victoria Boretsky, Hofstra University, and 
Amanda Schmitz, Ithaca College are the recent 
winners. (You can read Boretsky’s essay in the 
November issue of the journal on page 27.)
 To enter, you must be student member in 
good standing, and you must join our Facebook 
Student Chapter Group found on our ASTA 
America page. All entries and questions should 
go to maryjane@astaweb.com . Your essay 
entries will be kept on file and considered for 
the next issue. Happy writing and remember to 
keep it pithy!

by Amanda Schmitz
Endicott, New York

    
Student membership in the American String Teacher’s Association is highly valuable for future music educators in the 
string field, and even in other music fields. It is a network of students all geared toward the same goal, going down the 
same path, and sharing the same passion for music and strings.
 For me, it is enjoyable to open up that new edition of American String Teacher in my mailbox, or to periodically 
browse the ASTA website for news and events. I communicate closely with my fellow ASTA members at my college, as 
well as my current and former music teachers, which gets me more in touch and I believe—more prepared with my field. 
Being in ASTA is another opportunity to talk to others doing the same thing I am doing and is something else I can even 
get excited about. I find this organization, along with band and choral organizations, important to current and future 
music educators. I am thankful to be a part of ASTA as a student member. I think of it as an outlet, an opportunity, and a 
network geared toward a successful career as a potential string music teacher, and allows me to be 
more informed as well.

hy Student ASTA Membership Is ValuableW

Student membership is open 
to any full-time, undergraduate 
student attending a public, 
private, or parochial school, 
college, or university. 
Membership in ASTA can 
be a very meaningful and 
rewarding experience. As a 
student member, you'll receive 
our quarterly American String 
Teacher journal, networking 
opportunities, discounted rates 
at ASTA conferences and 
workshops, and recognition 
through our journal, website, and 
awards program. Plus, you may 
take advantage of all the national 
member programs and benefits 
that ASTA has to offer.

Questions concerning membership should be directed to Amanda Bernhardt, 
Membership Coordinator/Student Chapter Liaison, membership@astaweb.com, 
or 703-279-2113 ext. 14.

Become an
ASTA 

Student Member!
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K-12 Teaching Tips by Chris Selby

Teaching String Students to Play In Tune

1. Make sure every student’s 
strings are perfectly in 
tune. 
Kids have no chance for learning 
to play in tune, unless teachers 
insist that their student’s strings are 
correct. Several tuning strategies 
are listed here, but there are 
many more; so do some research 
and figure out which works best 
for your situation. In beginning 
orchestras, turn on the CD player 
and let the students review 
method book exercises while the 
teacher tunes all the students. As 
soon as possible, teach students 
to tune themselves using the 
“listen, hum, play and adjust” 
method. Pizzicato tuning is good 
for getting strings close, but the 
teacher or student must use the 
bow to finish the job.
 Some teachers keep a box of 
digital tuners that students use 
and share; tuners help kids learn 
to tune themselves independently, 
which is a powerful skill especially 
in large classes or at home. The 
goal is always the same: student 
strings must be in tune. 
 Finally, don’t overlook the 
importance of good quality pegs 
and fine tuners; if the instrument 
is difficult for the teacher to 
tune, the student needs to take 

the instrument back to the store. 
Parents need to be told that 
students must have instruments of 
a certain minimum quality to be 
able to learn to tune their own 
instruments. They need to know 
that the cheapest instruments, 
especially some of those Internet 
specials, are so difficult to tune, 
that their children will be much 
more likely to give up out of 
frustration. 

2. Expect flawless hand and 
instrument position from 
every student. 
Use daily games, and calisthenics, 
like polishing the neck with the 
thumb, strumming the strings with 
the pinky, and sliding up and 
down the fingerboard, to reduce 
tension and improve arm and 
hand placement. Watch and 
constantly assess student positions 
to catch and correct problems that 
make playing in tune more difficult 
than it already is.  

3. Improve everyone’s 
awareness of the key, 
finger patterns and 
leading tones.  
Make sure students know how 
to read a key signature, to 

Every string teacher already knows this: One of the biggest and most persistent challenges of teaching a string orchestra at all levels is 
the job—at times, a seemingly impossible job—of getting their string ensembles to play perfectly in tune. It is so difficult, in fact, that 
it is easy to give up on the idea that young students can play perfectly in tune; and to protect our student’s esteem (and our own), we 
convince ourselves that the muddy, fuzzy intonation frequently heard in school orchestras is the best we can do.
 I had given up on perfect intonation until I went to a couple of concert festivals 20 years ago and heard some high school, middle 
school and even elementary groups perform with highly refined intonation. Of course, many groups also played out of tune, but when 
I noticed that the in-tune groups were taught by the same teachers, I came to a painful realization: I am the main reason my groups are 
out of tune. My orchestras play out of tune because I don’t know how to teach them to play in tune. It was one of the most important 
teaching lessons of my life.
 There are two reasons that so many school string orchestras play out of tune. First, group intonation is a complex issue that requires 
many things to be done well, all at the same time; and only a combination of strategies—when used together—will produce the most

Six strategies for improving intonation
successful results. These strategies will be 
explained in a moment, but first we must 
address the second reason students play out of 
tune. That reason is us, the teachers. 
 Every string teacher wants their 
orchestras to play in tune, but not all teachers 
actually expect it. This is harder than it 
sounds, because expecting students to play in 
tune requires us to tune their strings well or 
requires us to teach them to tune themselves; 
it then requires us to expect them to tune 
their strings perfectly, to use great left- and 
right-hand technique, and to listen and 
adjust their fingertips to finely tune all of 
their longer notes. When we get tired of the 
daily grind, our high teaching standards and 
expectations easily slip. We start to give up on 
the belief that our students can play in tune. 
Pretty soon, those out of tune notes don’t 
sound so bad—or at least, they don’t seem 
worth the effort required to fix them.
 So, how do we get our student groups 
to play in tune? First, we must believe and 
remind ourselves that kids can play in tune. 
We need to go to concert festivals or see 
school concerts of teachers that we most 
respect to remind ourselves what in tune 
sounds like. Listen to great recordings of 
kids and adults playing in tune. Then, listen 
honestly to your students, record them 
often, and begin planning your strategies for 
improving their intonation.  
 Intonation strategies work best with 
consistency, when teachers remind their 
students every day to pay attention to 
their pitch and playing position. The work 
of getting the spring concert in tune, for 
instance, begins on the first day of school.
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know when notes are sharp, flat 
or natural. Use scales, arpeggios, 
tetrachords, broken thirds and 
Sevcic-style velocity drills to develop 
finger strength and finger pattern 
awareness. Where appropriate, 
discuss string crossings, shifting and 
fingerings that may challenge or 
promote accurate intonation. Become 
exceptionally aware of the leading 
tones—both the 7th and 4th scale 
degrees—where intonation problems 
and wrong notes occur most 
frequently. In major modes, keep the 
4th degree low and the 7th high. 
		 On the question of finger 
tapes, everyone must answer this for 
themselves. Tapes cannot replace 
good listening, but in schools where 
young students only see their 
teacher once or twice a week, tapes 

can help these young students teach 
themselves about where their fingers 
are supposed to go. Older students 
and those who take orchestra every 
day will not need tapes if their 
teacher is helping them listen and 
adjust their pitch on a daily basis.

4. Match pitches. 
Frequently have students compare 
their pitches to open strings or to the 
notes of another section to play in 
tune. Have them “play softer, and 
listen harder.” Use pedal tones—like 
a classroom tuner or the strings of 
idle students—to play the root of 
the chord or the key while students 
slow play a passage, one note 
at a time if necessary, to check 
intonation. As a general rule when 

tuning, it’s good to tune from the 
bottom (cello or bass) and tune the 
root of the chord first.

5. Sing the correct pitch or 
group of notes. 
Singing a note helps the brain 
focus on the correct pitch. Students 
almost always play a note better in 
tune after they have sung it. Don’t 
let reluctant students deter you; 
demonstrate singing yourself, praise 
students who are participating 
and encourage the kids who are 
embarrassed. Make the following 
a common, non-threatening routine 
in your classroom: listen, sing/hum 
and play. Not only is it a national 
standard, it’s an invaluable tool for 
improving your group’s intonation.

Basically, it comes down to understanding the difference between wanting students to play in tune, and expecting it. Students will play 
as out of tune as we allow them to play, and they will only play their best when we give them no other choice. When I judge concert 
festivals, I can see and hear in a performance what the teacher expects of the students on a daily basis. It’s easy to tell which teachers 
talk to their students every day about intonation.
 Aristotle once said, “We are what we repeatedly do; excellence, therefore, is not an act, but a habit.” In this case, it is the habit of 
expecting students to play well every day that will lead to excellent intonation.

Christopher Selby is an active conductor, clinician, adjudicator and a co-author of the new string method Habits of a 
Successful String Musician published by GIA. He has presented at state and national conferences, written articles for ASTA’s 
American String Teacher journal and NAfME, and was the 2009 South Carolina ASTA Orchestra Teacher of the Year. 
Currently, Selby is the Symphony Orchestra Director at the School of the Arts High School in Charleston, South Carolina. He 
earned a music education degree from the Hartt School of Music in Connecticut and his masters and doctorate of musical 
arts degrees in orchestral conducting from the University of South Carolina. Selby taught orchestra for 18 years in 
traditional elementary, middle and high schools and is a two-time National Board Certification recipient in the area of 
early adolescent and young adult music. Selby is the 2012-2014 Chair of the ASTA Committee on School Orchestras and 
Strings, and is Chair-Elect of the NAfME Council for Orchestral Education. He was President of the South Carolina Music 
Educators Association (SCMEA) from 2011 to 2013, and he co-authored the 2010 Performance Standards for Instrumental 
Music for the state of South Carolina.

The ASTA String Curriculum is a comprehensive K-12 string program curriculum 
and the first of its kind! Based on the outstanding teaching traditions in the field 
and the contributions of many earlier authors, educators and researchers, this 
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Studio Teaching Tips
Five Myths of Baroque String Playing

by Elizabeth Field

This commentary is patterned on the “Five Myths” column that 
appears weekly in the Washington Post’s Outlook section. The 
Post describes this format as “a feature that dismantles myths, 
clarifies common misconceptions and makes you think again 
about what you thought you already knew.”

1. Don’t vibrate.
2 Don’t sustain or play legato.
3. Swell on long notes.
4. Play out of tune.
5. Get a student violin, put gut strings on it, remove the 

chinrest, borrow a baroque bow and survive a Bach fugue.

1. Do not vibrate.
Trying to play beautifully by eliminating your most 
immediate expressive tool is like eliminating soy sauce 
from Chinese cooking to make your recipes “French.” 
French cuisine doesn’t use soy sauce, so shouldn’t that work? 
Not only are your new dishes not “French,” but you have 
diminished the quality of your old dishes. Trying to play 
beautifully and expressively simply by modes of subtraction 
is well, daft.

2. Don’t sustain or play legato.
Baroque music was born from vocal music. Have you ever 
heard a song? All songs, especially those from the 17th 
and 18th centuries contain lots of legato and long tones. 
Often the notes the violin plays are exactly the same notes 
as a singer who is singing vowels. Legato, lyrical, beautiful 
playing and singing was prized in the 18th Century. So was 
phrasing, dynamics, articulation, inflection, stress, rubato, 
accelerando, good intonation, varied bow strokes, passion, 
drama, emotion. Sounds like they liked expressive music 
back then! 

3. Swell on long notes.
It’s called Messa di Voce. Basically, forget about it. The first 
early music scholars misunderstood 18th Century bowing 
exercises, which instructed string players how to develop 
their sound to make long sustained tones (see no. 2). We 
owe a great debt to those scholars who opened up a world of 
information for us, but they got some things wrong. Messa 
di Voce is a beautiful and very organic ornament that can be 
used if the moment really calls for it—just like a mordent, a 
tierce de coule or a shot of vibrato). But the ubiquitous use 
of it is simply the confusion of this ornament with a bowing 
exercise, it was not something to do on every note. Extreme 
swelling? Take ibuprofen. It doesn’t belong in early music. 

4. Play out of tune.
As it turns out, 17th and 18th century string players were 
expected to achieve extremely detailed pitch accuracy. 
Yes, really. They understood that tuning one key perfectly 
(with pure intonation) on a keyboard will make other keys 
unusable. They devised various “temperaments” making 
all keys usable, with some sounding better than others. 
Nevertheless, each key had a unique quality and character. 
They reveled in those differences, and players were expected 
to be able to display those tonal distinctions. Early violin 
primers suggested teaching major and minor semi-tones 
in the second lesson (i.e. d - eb, vs d - d#). French theorist 
Joseph Sauveur suggested limiting musicians to a 50-note 
octave in the “interest of practicality,” saying a whole step 
should be divided into only five semi-tones (d, d#, d##, 
ebb, eb, e). Equal temperament was the ingenious method 
of making everything equally out of tune and uniform. 
Scandalous! It can be challenging when at first working with 
wind and keyboard instruments at different temperaments, 
but in the end this trial can hone your intonation to a 
new level of perfection. Try measuring the breadth of your 
beautiful vibrato. You might discover it spans several double 
sharps and flats.

5. Get a student violin, put gut strings on it, 
remove the chinrest, borrow a baroque bow 
and survive a Bach fugue.
Yes, It is expensive to buy a whole new instrument, but if you 
simply put weird strings on your “second” violin and try to 
play it with a strange bow with no chin or shoulder support, 
you have only succeeded in playing a handicapped violin. 
Just because something looks a bit like something else, and 
feels different, doesn’t mean it is the something else. Ever 
taste those beautiful, realistic fake sushi rolls? 
 And, as towering and magnificent a composer J.S. 
Bach was, he was one of hundreds of composers during that 
period. Ever wonder why you haven’t heard of the others? 
Were they all bad?

All kidding aside, what is baroque performance practice?
First, let’s start with the understanding that there is no such thing as 
a single “baroque style.” There was as much, if not more, diversity 
of performance traditions between 1600-1800 as there were in the 
following 200 years. Of course, there was no Internet or recordings, 
which meant there was no such thing as disembodied music. If 
you lived in Venice, you heard the music being played in Venice on 
that day. Maybe you got to hear a touring soloist from Paris, but 
the performance was the music and the player was the only vehicle 
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through which the music could be heard. Music was an event, not a product. Furthermore, any 
composer who heard someone play had to rely on his memory to recapture what that other 
music sounded like. If he wanted to incorporate this new style of music into his compositions, 
it was 100-percent filtered through his own point of view and memory. Think of J.S. Bach 
writing French overtures after he heard the music of Couperin when he was studying in 
Luneburg at the age of 15. Where do we look to understand how to play those overtures? 
Bach’s notation was distinctly his own, but there was clearly something French and Couperin-
like in his mind. So, do we just study his scores? French music? Couperin? There are so many 
layers, and so much to learn and think about and experiment with.
 Every composer was unique, a product of their locality (not simply their nationality), 
time period and cultural environment. Communication among themselves was limited. 
However, they did write books, and it is mostly through these treatises that we can establish 
certain commonalities of notational and performance conventions of their time. But these 
books are starting points. Every note is its own unique case; the books and scores left to us 
don’t tell the whole story.
 It turns out, historical performance practice is a pretty extensive study. It is a wide array 
of varied languages, replete with immeasurable and nuanced expressions. Applying a few 
simple gimmicks to your current playing only cheapens an exquisite body of work by an 
important group of composers.
 If you approach the study of early music with the same seriousness and integrity 
that you approached learning later music, the study will reward you with a world of 
personal, musical eloquence you may not have known lived within you. It was all 
about the expression back then. Is it really any different from now?
 For more information on the study of early music, consider coming to the Institute for 
Early Music on Modern Instruments. Study baroque performance practice on your own modern 
instruments. June 10-14, 2013 at George Mason University. Visit ModernEarlyMusic.org.

Elizabeth	Field	is	co-
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DC orchestras including The 
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Washington Bach Consort 
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holds a D.M.A. in historical 
performance practice from 
Cornell University and is an 
associate professor of 
violin at George 
Washington University, as 
well as a guest instructor at 
the Curtis Institute of Music. 
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