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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

Musical Satellites: Utilizing a Student’s Kinesthetic 
Learning to Develop Intonation and Left-Hand 
Technique for Violinists and Violists

From the earliest years of my life, music moved me—quite literally. If I would hear music, any 
music, I would dance. When given the opportunity to choose an instrument in public school, I chose 
the viola. What I did not realize, nor did my teachers at the time truly understand, was that for 
the next 18 years I would be fighting a losing battle with this instrument that I loved so dearly. 

by Christine Placilla

It’s All About What Shift You Are On  
Universal shifting pattern blocks can be a tremendous aid in performing and understanding all 
major scales and their parallel harmonic and melodic partners. They also serve as a vehicle for 
mastering the double bass fingerboard.

by Bill Scott

Viola Forum:
What does it mean to be a mentor? 

This year, I contacted several prominent violists, who are both artist performers and hold faculty 
positions at the university level, to find out who they saw as their influences and why they made 
such an impact. Also, I was eager to hear how they are mentoring the next generation of violists.  

by Nancy Campbell

Cello Forum:
Introducing the Bach Suites

My first in-depth experience with the Bach Suites happened in college under the expert guidance 
of David Wells, a protégé of Diran Alexanian. Alexanian’s cerebral interpretation of each resulted 
in two books: A massive, intricately detailed treatise on cello technique, and a bizarre-looking 
version of the suites. 
 by Cornelia Watkins
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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@
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•	 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 
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The association is still abuzz about the amazing 2014 conference in Louisville. 
One of the major factors that contributed to the excitement of this year’s 
conference was the record number of students in attendance. Throughout the 
social events, sessions and concerts, you could feel the enthusiasm shared by 
the newest generation of string teachers. Many were attending their first ASTA 
conference, and a number attended as chapters after spending months raising 
funds to attend. I was personally inspired when I spoke with them about their 
hopes and dreams for the future of the profession.
 At this same event, we heard from string legends Doris Gazda and Robert 
Culver about the early years of ASTA and how much the association has grown 
over time. In many ways, it was symbolic for the Opening Ceremony to feature 
true icons of string teaching and to see the youthful faces in the audience 
listening to them with awe and respect. Doris and Robert are the true pioneers of 
our profession, dedicating their lives to making a difference in music education 
and paving the way for generations to come.
 I got the sense during those four days in Louisville that our future pioneers 
are dedicated to carrying on the mission upon which ASTA was founded. Every 
child who wants it should have the opportunity to learn a string instrument. It is 
dangerous to think this is a given. We all know that while there are many vibrant 
and engaging programs all across America, there are still too many under-served 
areas where the idea of an orchestra is just a dream. Now is the time to recommit 
ourselves to the goals that Doris and Robert talked about, and we need even 
more students to join us in Salt Lake City.
 Registration for Salt Lake will open this summer, and we encourage 
student chapters to again pool their resources and take advantage of the special 
student chapter rate of $99 per student when young people attend in groups 
of seven or more. We also hope that state chapters can provide assistance to the 
student chapters in their states. As evidenced in the strategic plan, the board 
fully recognizes that developing the next generation of string teachers is a major 
association priority. Louisville was just the beginning. Conference attendance is 
one of the ways we can inspire and support young teachers and college students 
as they launch their careers. Salt Lake is such an amazing place. Its simple, elegant 
beauty is timeless—just like the amazing music you make each and every day.
 As Abraham Lincoln once said, “The best thing about the future is that it 
comes only one day at a time.” That means we can all start today. Seek out the 
young teachers and string students in your area. Support and mentor them in 
all ways possible. Invite them to your state chapter events. Harness their energy 
and passion to bring string music to new places. Lincoln was right about the 
future coming one day at a time. While the idea of starting an orchestra in an 
under-served rural or urban area may seem daunting when you think about it as 
a whole, it becomes entirely possible when you work toward such a goal one day 
at a time.
 Start planning today for Salt Lake City. Before you know it, these fabulous 
young people will be pioneers to a new generation.

Reflections

Executive Director
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from the president
ASTA – Who Are We?

phillipsfiddlers@aol.com

As anyone with children can attest to, “The days are long, but the years go fast.” My time as ASTA national 
president is too quickly coming to an end, and it has been an amazing experience. In my final column, I would 
like to share with you what a truly great organization ASTA is.

Our history
At the Louisville conference, we were fortunate to have Doris Gazda and Bob Culver as our keynote speakers. 
They gave us a wonderful perspective about just how far ASTA has come as an organization, including our merger 
with the National School Orchestra Association, It all began in 1946 with a small group of dedicated string 
teachers and players who truly loved the profession. Their initial meeting in Detroit launched a vibrant national 
organization that shaped the future of strings in the United States. We all stand on the shoulders of giants.

The national board
Our organization has had a long line of gifted leaders, starting with Duane Haskell. In recent years, we have seen 
a tremendous movement forward with presidents like Bob Gillespie, David Littrell, Mary Wagner, Jeff Solow and 
Kirk Moss. Our leaders have helped us tackle some very difficult issues. We have created national conferences and 
programs that are a model of excellence for all music organizations. Many dedicated people have served on the 
national board as members-at-large, artist representatives, publication chairs and industry representatives. They 
have brought a collective wisdom and energy to our mission throughout our history. In the last four years, I have 
been honored to work with a group of very passionate and talented board members. Thank you for your service.

The state chapters
The core of our organization is the incredible work accomplished by our state chapters, their officers and 
members. State chapters have created a great opportunity for leadership development. Most of our national 
leaders have emerged from their ranks. Each state or region has unique strengths, issues and opportunities. I can’t 
say thank you enough to all of the people who have contributed and taken on leadership roles at the state level.

The ASTA staff
One of the biggest joys of being president is the opportunity to work with our talented professional staff. At 
the top is our executive staff: Donna Hale, Beth Danner-Knight and Mary Jane Dye. Donna is a true visionary 
leader, while Beth is a brilliant administrator and manager. Mary Jane excels in administration, as well as 
producing a world-class journal four times a year. All of our staff associates, Libby Dietrich, Deanna Tompkins, 
Tami O’Brien, Deb Bissen, Gloria Warwick, Amanda Bernhardt and Sky Henderson, bring a passion to their 
roles that is key to our success. Our financial wiz, Jody McNamara, continues to serve part-time in retirement 
and guides us well. We could never accomplish our mission without our spectacular professional staff. A special 
thanks goes out to our national conference chair for the last five years, Mary Wagner. What an outstanding job 
she has done building our national conference. A very special thank you goes to my presidential assistant, Pam 
Phillips; your vision, attention to detail and support made the last four years possible. 

The future
We have spent the last two years evaluating who we are, as an organization, and developing a strategic plan 
to help us focus our decisions in the future. As the principal architect of the strategic plan, Steve Benham is 
the perfect person to take our organization forward. He is a brilliant educator and leader, and will implement 
strategies to perfection. President-elect Brenda Brenner will follow Steve. She is a nationally renowned string 
pedagogue and educator whose vision will take us to new heights. 

Thank you, ASTA members.
As I transition into my role as past-president, let me say thank you to our entire membership for your daily 
dedication and passion for the profession we all love and cherish. I have been fortunate to visit 48 states in my 
career as a teacher, clinician, conductor and composer. I have learned that string playing and teaching have never 
been in better hands than they are now. We have more programs, students and successes than at any time in our 
history. Our younger generation of teachers, players and university faculty are truly spectacular. It is important 
to keep this momentum moving forward, so please stay involved in ASTA and get all of your friends to join us in 
helping create the future we all know is possible if we work together.

With gratitude,
Bob Phillips
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Association News
2014-2016 National Board 
Election Results

 Brenda Brenner Kristen Pellegrino Margaret Berg

The national Board election is over and the results have been 
tallied. Congratulations to Brenda Brenner, president-elect; 
Kristen Pellegrino, secretary; and Margaret Berg, member-at-
large. Each of these individuals brings a wealth of expertise and 
knowledge to their respective board position. “We look forward 
to working with them as ASTA continues to provide outstanding 
service to string teachers with Steve Benham, ASTA’s new 
president,” says Donna Hale, ASTA executive director.
 ASTA also sincerely thanks outgoing board members 
Rebecca MacLeod, Natalie Colbert, and especially Kirk Moss, 
past president, for their dedication and service. We will miss them 
but look forward to their continued support of ASTA and its 
programs. 

 
Recorded Conference Sessions 
Available for Member Viewing
Due to the success of last year’s live streaming and recording of 
sessions, we taped 16 in Louisville that are available for viewing 
on the ASTA website. So if you were not able to attend the 
conference or . . . you simply did not have the time to attend the 
session, sit back, relax, and enjoy viewing them in the comfort of 
your home. The session topics are diverse, so there is something 
of interest for everyone. Go to our homepage and click on 
“conferences” for viewing details. You must be a member and 
logged in to view.

George Bornoff Memorial 
Scholarship Winners Participate 
in National Conference
The three winners of the George Bornoff Memorial Scholarship 
Fund attended the ASTA national conference this past March 
with the scholarship money. The winners are: Kelsey Nussbaum, 
Austin Texas; Aaron Fried, Roxbury, Massachusetts; and Matthew 
Nix, Royal Oak, Michigan. They were acknowledged during 

the Opening Ceremony and had the opportunity to meet with 
representatives from the Foundation for the Advancement of 
String Education (FASE), the primary sponsor of the scholarship. 
Look for an article about their impressions of conference and 
what they learned in the August, back-to-school issue of AST. 
Thank you to Janet Farrar Royce, Bornoff chair, for her dedication 
in the review process of applications.

Member Dues Slightly Increase 
to Match Inflation Rate
The national ASTA Board of Directors passed a motion this past 
January to increase dues by just 1 percent, in order to keep up 
with inflation. Effective July 1, 2014, dues are as follows:

Professional ....................................................110
Senior ..............................................................80
Dual ...............................................................152
Student ............................................................54
Subscriptions ....................................................98
SLSS ................................................................90
Institutional ...................................................315
Council ...........................................205/283/389 
High School Chapter .......................................65

ASTA Student Chapter Essay 
on the Importance of Student 
Membership

by Jessica Bouma
Indiana University Jacobs School of Music

Opportunity—the one word that sums up the importance of ASTA 
student membership. It’s also the word that rang in the ears of 
members of our student chapter at Indiana University, as we eagerly 
discussed the 2014 ASTA National Conference. Our student 
chapter was asked to present five clinics for NOF students and 
ASTA attendees at the conference. Up until that point, most of our 
undergraduates had not attended the conference, and now they 
were being offered the honor of organizing and presenting a clinic! 
 Planning these sessions in small groups benefited our chapter 
immensely. We got to know the other members of our chapter 
on a more personal level as we worked late through the nights to 
practice our sessions.
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 The real opportunity arose at the conference itself. As presenters, we 
were able to interact and network with our presiders and other presenters. 
We were able to network with members of INASTA, as they graciously 
donated funds to make our presentations possible, and representatives 
from J. W. Pepper and Son, as they generously provided us access to 
music for our reading sessions. 
 If any one of us decided against an ASTA membership for this year, 
he or she wouldn’t have had the opportunity to present at and attend a 
national conference as strong as ASTA. Thank you, ASTA for all you do 
for students like us! 

Kudos to Andrea L. Meyers!
The latest winner in our Kudos recognition 
program is longtime ASTA supporter, enthusiast, 
and former board member and committee chair, 
Andrea L. Meyers. As a 38-year member of ASTA, 
as you can imagine, Andrea has had a hand in 
so many organization programs and events. Her 
enthusiasm and willingness to volunteer her time 
and talents have made her an invaluable member of 
ASTA both nationally and with her state chapter of 

Colorado.
 To list just a few highlights in her busy career:
•	 Andrea	Meyers	is	the	former	Orchestra	Director	at	Fairview,	

Ponderosa, Douglas County and Rock Canyon High Schools.
•	 She	has	just	completed	her	fourth	and	final	year	as	ASTA	

Membership Chair, where she enjoyed working with staff and 
supporters across the country, and especially enjoyed the State Basket 
giveaways and communicating individually with so many ASTA 
members. 

•	 Meyers	has	served	the	Colorado	chapter	over	the	years	in	every	
leadership position, except treasurer (maybe that will be next!). And 
in 2008, she was named national ASTA Outstanding State Chapter 
Leader.

•	 She	is	also	active	as	the	membership	and	retired	membership	chair	
with the Colorado Music Educators Association (CMEA), and has 
revitalized the retired member program including a new mentor 
partnership with student collegiate members.

•	 Meyers	also	works	extensively	as	a	consultant	with	Denver	Public	
Schools, Douglas County High School, Grandview High School, 
and other area school systems, in addition to teaching in her own 
private studio with 10 students, and serving as a judge and guest 
conductor for numerous adjudications and festivals.

 This is just a sampling of the many, many ways Andrea Meyers is 
serving the profession, but she says her proudest accomplishment is still 
her 2005 Outstanding Colorado/ASTA String Teacher of the Year award. 
Through her numerous community activities, this outstanding educator 
continues to share her love of music and gift for teaching with her 
community and country. We applaud her passion and enthusiasm for all 
she does, and say Kudos for her generosity in sharing her time and talents 
in so many ways!

We need your nominations for upcoming Kudos awards! Take a few minutes 
to share the story of an outstanding ASTA member who’s making a difference, 
or even nominate yourself! Send nominations to Deb Bissen, foundation and 
advocacy coordinator, at deb@astaweb.com.
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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 January 1, 
2014 and March 31, 2014. Welcome to ASTA!

Individual 
Members

Bree Ahern, OK
Debra Anker, VA
LaVern Antoine, CA
Katherine Archer, NC
Marcin Arendt, CO
Andria Bacon, ME
Veronica Baker, IN
Christine Beamer, MI
John Bell, MO
Monica Benolkin, OH
Alysa Berbey, RI
Katherine Biederman, OH
Jacob Bitinas, AL
Leslie Blackburn Harlow, UT
Amanda Blagg, VA
Irene Blazek, WI
Heghine Boloyan, CA
Natasia Boyko, TN
Ruth Brons, NJ
Annette Brower, CA
Deborah Brown, MD
Lila Brown, MA
Sally Browne, NV
Mary Beth Bryant, GA
Morgan Buchanan, WI
Jaime Buchwald, NY
Shelly Burgess, KY
Robert Burns, OH
Catherine Burris, TX
John-Morgan Bush, NY
Nikolas Caoile, WA
Kari Carpenter, VA
Courtney Alexis Carter, Canada
Kate Carter, IL
Erin Cassel, GA
Jia-mo Chen, CA
Emil Chudnovsky, DC
Aaron Clark, UT
Benjamin Cline, KS
David Cole, FL
Christa Conway, CT
Chelsea Cook, KY
Lucy Corwin, NY
Tanya Couture, MO
Ronnie Crisp, SC
Catherine Crowe, SC
Amanda Cushman, ME
Garren Cuthrell, CO
Paul Davis, MO
Stacey Davis, TX

Joni DeClercq, NV
Ann Hatmaker Delgado, CA
Kevin Dengel, OH
Lynn Denney, OH
Eric Dietrich, PA
Edward Dolbashian, MO
John Dowd, AL
Dana Duncan-Davis, MI
Conrad Dunn, UT
Peter Dutton, TX
Rebecca DuVall, IN
William Dyke, CA
Mary Ten Elshof, MI
Ann Elliott-Goldschmid, 

Canada
Lisa Espinosa, CO
Joshua Estes, NY
Ashley Etzkorn, IL
Ginny Faulkner, OH
Monica Freshley, WA
Jolan Friedhoff, CA
Adam Galblum, CO
Elizabeth Gallagher, CT
Eduardo Garcia, TX
Sarah Gardner, OH
Joshua Garver, MA
Michelle Gasworth, CA
Matthew Gattuso, VA
Robert Gavin, NY
Kate Gillis, Canada
Clifford Goodrich, CA
Todd Goranson, PA
Judith Greenstone, NJ
Brian Grenier, IN
Monica Hahn, MN
Barbara Hamilton, CO
Mason Hangen, MA
Madeline Harder, CO
Susan Harris, WI
Helen Haverstick, KY
Gwyneth Haydock, CT
Jane Heald, IN
Paloma Griffin Hébert, OR
Daniel Heim, OH
Cody Hein, KY
Kevin Michael Heinz, TX
Anna Henning, KY
Joseph Holt, MA
Lauren Holt, IA
Matt Holt, DE
Karen Hooper, TX
Daniel Hoppe, MA
Emily Hornbake, IN

Ava Hosea, MA
Sabrina Howard, NC
James Hsia, NV
Wei-En Hsu, NY
Michael W. Hudson, KY
Michelle Hudson, KY
David Inloes, PA
Kristin Isaacson, TX
Vera Izano, NJ
Roberto Jabonero Cruz, Spain
Joshua Jack, NV
Robb Janov, NM
Kathe Jarka, NY
Elisabeth Johnson, CA
Leah Jurik, MI
Russell Kahle, KS
Johanna Kennedy, IA
Rachael Keplin, OH
Anna Kim, MA
Bryan Kim, VA
Mary Beth Kirkpatrick, SC
Kerry Klein, CA
John Kluge, IN
Robert LaRue, NY
Kendal Ledesma, HI
Sarah Lee, MD
Eleanor Lehmann, ME
Luiz Augusto Leite, Brazil
Gary Lewis, CO
John-Paul Lewis, CA
Shuang Liang, NE
Bogyung Lim, VA
Margaret Lim, IA
Shanna Lin, NJ
Erin Little, MI
Luis Lizcano-Lopez, TX
Erin Lord, VT
Alberto Macias, TX
Octavio Macias, TX
Cortland Mahoney, KS
Travis Marcum, TX
Joel Martin, MO
Tyson Martin, FL
Micah Masuno, HI
Veronique Mathieu, KS
Stephen Mattingly, KY
John Mazar, MO
Christopher McCarthy, CA
Morganne McCool, IN
Breana McKendrick, MI
Corey Metcalf, TX
David Metrio, GA
Catherine Mikelson, MD

Summer Miller, KS
Michael Mitchell, VA
Catherine Moeller-Cunanan, IN
Sarah Montzka, IL
Karen Moore, OH
Courtney Morrison, KY
Tiffany Morris-Simon, MO
Tracey Mumford, CA
Eva Murphy, MO
Joel Myers, MI
Rebecca Neely, KY
Charles Olivier, TX
Ann O'Neil, CA
Carmen Marie Ordaz, TX
Wendy Osborne, NV
Lisa Ourada, IL
Evangelia Pagones, IL
Channing Paluck, IL
Natalie Paul, GA
Travis Perry, AL
Elizabeth Petersen, WA
Erik Peterson, CO
Lucy Holland Phillips, OR
Michael Plewa, IN
David Pope, FL
Michele Poulsen, NV
Reuben Ramos, MA
Carey Rasmussen, UT
Tony Regalado, TX
Jesus Reyes, TX
Alison Richards, WA
John Rihani, IN
Emily Rolka, MN
Paloma Romero, TX
Jacqueline Rondinelli, NY
Allison Ross, MO
Angela Ruiz, OK
Isamary Sandoval, TX
Annie Savage, CO
Lerryn Schaefer, IL
Talya Schenk, MD
Katie Schladand, GA
Donald Schleicher, IL
Andrew Serce, KY
Robert Shafer, CA
Lindsay Shank, WI
Henrik Shepherd, NV
Sarah Skreko, IN
Angela Smith, CO
Cynthia Springer, KY
Robert Stahly, CO
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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). 

by Rebecca B. MacLeod

ACHIEVING AN ARTISTIC 

Violin 

   Vibrato
APPLICATIONS OF RESEARCH TO THE CLASSROOM
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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 violin 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 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
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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.
 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
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Researcher Year Instrument Width Grade Level

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 could be viewed at one-quarter of the original speed. 
The 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 2d).

Figure 2a. Flexible knuckles – Have students flex the first knuckle joint of each finger
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Figure 2d. Preparatory Motion: the base knuckle joint of the index finger disengages from the neck of the violin

 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 
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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. 

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 and 2c). This will reduce the tendency for the hand to have extra twisting 
motion. 

Figure 2b. Transferring flexible first joint knuckle to the instrument 

Figure 2c. Manual assistance for finger flexibility (arm vibrato)

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).
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Figure 2d. Preparatory Motion: the base knuckle joint of the index finger disengages from the neck of the violin

5. 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).

Figure 2e. Forward Taps: Place the thumb at the heel of the neck and tap rhythm patterns on the violin 

6. 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. 

7. 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 Figure 2f. Polish the Strings
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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.

8. 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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From the earliest years of my life, music moved me—quite 
literally. If I would hear music, any music, I would dance. So, 

it was no surprise having been exposed to classical music by my 
parents at an early age, when given the opportunity to choose an 
instrument in public school, I chose the viola. What I did not 
realize, nor did my teachers at the time truly understand, was that 
for the next 18 years I would be fighting a losing battle with this 
instrument that I loved so dearly. This is because although I could 
hear music, my hearing abilities never developed at a young age 
due to numerous ear infections, causing a developmental delay in 

my hearing. Basically, I could not hear if I was playing in tune or 
not. Unlike many of the other students, I simply could not tell 
due to the developmental delay. And because I was not given the 
right tools and information to develop my ear, this led to years 
of frustration for both me as a student and my many teachers, 
professors and mentors. 
 So, how did I persevere through the ridicule by my 
colleagues, annoyance of my teachers, and my own interminable 
frustration with my situation? Well, I am by nature a very 
persistent person (one can even read stubborn), so I set out to 
“prove wrong” all those who said I couldn’t be successful as a 
musician. I made it a point through my studies to learn as much 
as I could about what works and what doesn’t work in developing 
aural skills through viola studies. Showing promise through all 
of this gave me opportunities to study with wonderful teachers, 
such as Adriana Chirilov, Lawrence Dutton, Steven Larson, Erika 
Eckert and Barbara Hamilton. Through it all, even though my 
intonation improved, it did not improve as much as my technique 
and musical expression. So, this begs the question—why, with 
good teaching, was I still failing?
 The answer is simple. Those techniques I responded to 
effectively improved my intonation and utilized both visual and 
kinesthetic learning alongside aural skills to help me develop my 
hearing ability more fully. I used various exercises I had learned 
from different teachers, technique books, and began to think 
in a three-dimensional way, instead of just relying on “hearing 
it.” After seven years of working this way, my intonation has 
improved radically. I still rely on using all three learning styles 
to solidify my sense of intonation. It not only gives me a sense 
of confidence that I can play in tune, but also a sense that this 
is the right way to teach, so that all students stand a chance at 
playing more in tune, without as much frustration as I suffered 
through. I have used the techniques and ideas in this article with 
my students and have found them to be successful with all types 
of learning styles, as there are multiple ways to address the same 
technical idea—ensuring good intonation. In this article, I will 
address a method using an internal mapping system that utilizes 
three satellites akin to the mapping system of a GPS. The method 
improves intonation using kinesthetic learning to help students 
recognize the placement of pitches on the fingerboard, thus 
helping them to train their ears to “hear” the intonation. 
 As teachers, many of us can easily recognize a kinesthetic 
learning style. We notice those students who like to “do” it 
first. These are the students who best respond to the ideas of 
using a “high two” or a “low one.” These words help the student 
immediately respond to the idea that by physically increasing or 
decreasing a distance from a spatial awareness that they will play 
the correct note, or will somewhat improve upon their intonation 
when they think about the pitches from a purely physical 
perspective. These students do not necessarily immediately hear 

Musical Satellites:
Utilizing a Student’s Kinesthetic Learning to Develop Intonation and 

Left-Hand Technique for Violinists and Violists

by Christine Placilla



www.astaweb.com | 29 

the note. They instead “feel” the note. So, how can one help to 
train this type of learner to better utilize this learning style to 
improve upon their intonation? 
 To understand this learning style better, one must grasp what 
the mind is creating for these students and, to some extent, other 
types of learners. This will help to better guide one’s students 
to fully realize this sense in relationship to intonation. As the 
body becomes aware of the feeling of the pitches, the brain 
begins to generate a map of the fingerboard for the kinesthetic 
learner. This mapping system is like an internal GPS (Global 
Positioning System). Groups of satellites beam a signal to the 
GPS in order for the device to understand where it is in relation 
to a point on a map. It then uses the information it has garnered 
to give directions to find the desired location. For a GPS to work 
properly, because the earth is a curved surface, the device needs at 
least three satellite signals as points of reference to triangulate the 
correct location of where the device is at any given time. 
 In kinesthetic learners, an internal GPS system is evident, 
although the mapping of the fingerboard may not be complete. 
This type of learner can use three “satellites” to help them create 
their map of their fingerboard, which, like the earth, is a curved 
surface, to help them stabilize their intonation. The three satellites 
that are present in the upper string player are:

1. The distance between the individual fingers;
2. The angle of the left elbow and the distance created between 

the upper and lower arm (requiring shifting); and
3. The position of the thumb on the left hand and where 

the point of contact by the thumb on the neck of the 
instrument is made (requiring shifting). 

 The most commonly addressed “satellite” is the distance 
between the fingers. Teachers have known for years that some 
students need to be reminded to feel this distance. “Is your third 
finger touching your second, John? That means you are feeling a 
half-step.” This type of teaching is very beneficial to teaching the 
various distances between each of the fingers. 
 It also is important to address this “satellite” with kinesthetic 
learners when talking about doublestops. These learners will 
understand doublestop relationships easier if one explains that even 
though you are playing a minor sixth between a first finger on a 
lower string and a lowered second finger on the next higher string, 
this doublestop will feel like a first finger to a “low two” relationship 
on a single string. This will aid students in developing vertical 
harmonic interval intonation and continue to develop their ear. 
 The second “satellite” available to students is the angle and 
distance created between the upper and lower left arm and can be 
taught once a student begins to shift. This angle changes as the 
student shifts from one position to the next. This “satellite” may 
be easier for students to initially identify with than the other two 
because of the use of large muscle groups contained in the arm. 
Students clearly can feel the angle diminish as they move higher 
up the fingerboard. 
 Like the previous “satellite,” the final one also relies on 
shifting, and can only be addressed once a student begins to 
shift. The final “satellite” is the place on the thumb where the 
fingerboard makes contact. There are many schools of thought 
about the purpose of the left-hand thumb, but for the intents 
and purposes of this article, the thumb on the left hand does 
not support the instrument, but merely acts as a guide for the 
hand. According to many pedagogues, such as Auer, the most 
natural position for the thumb is across from the second finger of 
the left hand. I prescribe to this notion, as it is the most natural 

position that will not put any undue strain or stress on the hand 
and also allows for flexible movement, as is needed for vibrato 
or intonation adjustment. In this school of thought, the thumb 
will then contact the fingerboard in a different place as the hand 
pivots around the instrument as one climbs higher in positions. 
It can be marked per position where the fingerboard meets the 
thumb, with the lowest position being the lowest place of contact 
on the thumb (closest to the palm of the hand). As one climbs 
higher, up to about sixth or seventh position, depending on the 
instrument and individual, this mark moves higher. Once a player 
has reached the highest point, then the thumb is anchored and no 
longer serves as a “satellite” to the kinesthetic player. At this stage, 
the other two “satellites” must take over to help stabilize tuning. 
 To reinforce this type of practice and study with students, it 
is recommended that teachers begin to guide students to think 
about the distance relationships by physically feeling them. Here 
are some beneficial studies that will engage the student to truly 
feel their intonation:

Satellite 1: Distance between the fingers 
Columns 
This exercise can be taught to students of any level, as long 
as they are comfortable using all four fingers. I was initially 
introduced to this exercise by my teacher Adriana Chirilov during 
my undergraduate studies at California State University, Long 
Beach. The variations presented upon this study I developed 
independently once I graduated. I began to see the infinite 
possibilities that the study affords in developing kinesthetic 
memory in conjunction with developing ear training for the 
improvement of intonation. Using the finger pattern listed below 
and played in various keys, teachers can reinforce feeling the 
distances between notes. This can be done in various tempos with 
different bowings. Each column begins with the same finger with 
each number representing a finger on one string. All of the lines 
are played consecutively until the end of the column. The next 
column should follow without a break. 

Column 1 Column 2 Column 3 Column 4
1234
1243
1324
1342
1423
1432

2134
2143
2314
2341
2413
2431

3124
3142
3214
3241
3412
3421

4123
4132
4213
4231
4312
4321

Columns in doublestops
This exercise is very effective in teaching this “satellite” across 
the strings and introducing students to doublestops from a 
kinesthetic perspective. Have the student play the first two notes 
of the column as a doublestop and then the second two notes 
as another doublestop. For instance, if the columns were being 
played on the D and A strings, in the key of D Major, the first 
two pitches of the first column would be E (1) and C-sharp 
(2), creating a major sixth, but feeling in the hand like a whole 
step. The second group of pitches would be G (3) and E (4) 
creating another major sixth, and also feeling like a whole step. 
By having the student analyze what the chord is and what it feels 
like, this allows the kinesthetic learner to have a more structured 
understanding of pitch relationship to feeling in chords. Below, 
this particular exercise is presented in the key of C major on the 
D and A strings:
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Chromatic scale, using an open string drone The following exercise 
is intended for students who feel comfortable with shifting and 
should be used to develop “satellite” 1 as the player learns the 
half-steps up the fingerboard as they shift. I was introduced to this 
study by Erika Eckert at the University of Colorado during my 
doctoral studies as a method to improve my half-step relationships 
and in training my ear to hear all the intervals with a fixed pitch 
as reference. To help students understand the half step relationship 
and to also train their ear to hear it, creating a chromatic scale 
against an open string drone can prove rather beneficial. The 
student should start on the two highest strings and slowly play a 
chromatic scale, with the moving notes occurring in the top voice. 
A suggested fingering would be: 012-123-123-1234 4321-321-
321-210.
 Once both teacher and student agree that the intonation 
is successful, the student can play a chromatic scale on the 
same strings with the moving notes occurring in the bottom 
voice. This exercise should be applied to the middle two strings 
and the bottom two strings as well to help the student’s GPS 
system completely map out how these half-steps feel across the 
fingerboard. 

Recommended outside studies
There are numerous studies and etudes that can address this 
first satellite, but some of the best may include Urstudien by 
Carl Flesch, with specific emphasis on the first exercise (tapping 
exercise) and the third exercise in the book (stretching exercise). 
Be aware and careful not to push a student to do too much of 
this third exercise too quickly. Students need careful monitoring 
while studying this book to avoid potential injury. Other books 
to consider and implement include the Schradieck School of 
Technique Volume I and Ševcík, op. 1. 

Satellite 2: Angle of the left arm elbow
Basic shifting exercises - No. 1
The following exercise can be taught to any level student who 
is ready or able to shift. It should be primarily introduced in a 
key that is comfortable. However, by varying the key and the 
different positions the student will be traveling between, there 
will be a more comprehensive map created by the student of 
their fingerboard. In this exercise, a connecting note, called an 
intermediary note in this and the next exercise, is used to reiterate 
the pitch the student will be shifting to. If in first position on the 
D string, the student will play a third finger G before shifting to 
first finger on the same pitch in third position. The rest of the 
notes in the row, following the shift, are in the new position. 
This allows the student to match the pitch and train their arm 
to connect the sound they produce with the position. Please 
note that under the 3rd finger column, the third finger note is 
played twice in the same position. As you teach this exercise, it is 
important to have the student actively concentrate on the angle 
they are creating between the upper and lower arm. The student 
can play the following pattern between first and third position, 
or any positions that may be useful at that particular time in the 
student’s study:

1st Finger 2nd Finger 3rd Finger 4th Finger
13-1 (means 
to shift)
13-12
13-123
13-1234

23-1
23-12
23-123
23-1234

33-1
33-12
33-123
33-1234

43-1
43-12
43-123
33-1234
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Recommended outside studies
Whistler’s books Introducing the Positions are very helpful in teaching students to concentrate on creating the angle of their arm in 
each possible position. These are two books that systematically work through the major positions using various etudes and exercises. 
They generally concentrate on the single position in a single key, but there are examples that use multiple positions. These two books 
combine both Satellites 1 and 2 and aid in reinforcing ear training as well as the kinesthetic learning style. Also recommended very 
highly once students have mastered the basic shifting positions is Ševcík, op. 8. This book moves a motive up in position in a key by 
measure, thus challenging the student to clearly concentrate on shifts that are either a half-step or a whole-step and how this affects the 
angle of the arm. 

Basic shifting exercise - No. 2
Once a student has comfortably mastered the previous exercise, 
it is important for the student to remove the intermediary note 
that prepares them for the shift. This should be removed as soon 
as a student has been able to consistently hit the shift while 
concentrating on the angle they are creating with their arm. In 
addition, during the shift movement in the arm, but prior to 
playing the next note, the student can be asked to sing the note 
they are moving to before they play it. This continues to train 
their ear while focusing on the motion of the arm, thus attaching 
the sound memory of that pitch to the angle created by the arm. 

1st Finger 2nd Finger 3rd Finger 4th Finger
1-1 (means 
to shift)
1-12
1-123
1-1234

2-1
2-12
2-123
2-1234 

3-1
3-12
3-123
3-1234 

4-1
4-12
4-123
4-1234

Columns and shifting
Using the previously mentioned exercise Columns, one can use 
shifting and Satellite 2 together to create a different variation. 
Students can alternate positions between the first and second 
note, and then the third and fourth note of each row within the 
column. Consider having students try to perfect this exercise 
while paying careful attention to their intonation and the angle of 
their elbow. Note, this exercise will have students repeat notes in 
different positions with different fingerings (such as in Column 
1, measures 2 and 4). This will allow students to match pitch, 
thus informing their ear using kinesthetic methods to attain their 
good intonation. It is possible for students to work on various 
keys and positions with this exercise in order to more fully create 
a fingerboard map while improving their ear training. 
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Satellite 3: Thumb positioning
Scales in one position, shifting up
This exercise helps students become aware of the point their 
thumb contacts the fingerboard (from Barbara Hamilton at 
the University of Colorado). Have the student play a D major 
one-octave scale starting on the open D string. Directly follow 
this with an E-flat major one-octave scale starting on the first 
finger, then the E major one-octave scale, then shift to second 
position and play the F Major scale starting on the first finger. 
Then proceed to have the student continue to play one-octave 
major scales while moving up the fingerboard, with each scale 
starting on the first finger, concentrating on both their intonation 
and their thumb contact position. They should work up to the 
upper D octave and then do the scales again coming down the 
fingerboard. 

Recommended outside studies
The Castleman/Koob scale studies for viola include a section on 
scales in fixed positions, which help the student learning how to 
depend more on this satellite in their playing. Also, in the Flesch 
Scale System, the first four exercises of each key and scale studies 
on one string also are very helpful in perfecting this notion. 

Recommended studies for “feeling” doublestops
Columns in doublestops
Students need to not only understand the kinesthetic relationship 
between all of the fingers, but the interval they are creating. 
Once the student has mastered the initial exercise as presented 
earlier under the first satellite, consider adding the student 
verbally identifying the chord they will play prior to playing it. 
For instance, in measure 1 of this exercise, the student should say 
“minor sixth” before playing the doublestop E-C and follow this 
with “major sixth” for the doublestop G-E. As students become 
more and more proficient at this exercise in first position, in 
various keys and with various string combinations (violin: A 
string and E string, D string and A string and G string and D 
string and viola: D string and A string, G string and D string and 
C string and G string), teachers should combine this idea of the 
first satellite with the other two satellites by having students do 
these first in a higher position. Once this is mastered, students 
can do the groupings in alternating positions, combining this 
exercise with the idea of changing positions from the columns 
and shifting exercise. We can call this new hybrid exercise 
Columns in Doublestops and Shifting, with an example presented 
below going between first and third position.

Scales in doublestops
It is highly recommended for kinesthetic learners to do as much harmonic ear training as possible early on to help further develop their 
ears in relationship to their understanding of feeling the pitches. Have students practice scales in octaves, fifths (using the tritone where 
it occurs in the scale), fourths (again using the tritone where it occurs in the scale), sixths and thirds. It is important for these students 
to develop this relationship of feeling with the sound they are trying to create. Developing the ear to hear the tritone at an early stage 
will vastly improve intonation and will help the student understand harmonically. Also, it is very important when teaching these scales 
that students fully comprehend the chord they are playing to develop habits and create mapping connections within the brain that will 
help solidify their intonation as a whole. 

Recommended outside studies
In Carl Flesch’s book Urstudien there is a wonderful exercise (the last one in the set for the left hand) that addresses finger 
independence as well as doublestops. This exercise can be very useful for students to quickly feel and identify the feeling between 
the notes. Hoffmann doublestop studies and other etude books with doublestop exercises are useful in developing this kinesthetic 
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understanding of the distance between the 
notes and this can be used to build the ear 
of any feeling-type learner. 
 It is my sincere hope that students 
who have suffered with poor intonation, 
and their teachers, can benefit from these 
exercises using the kinesthetic learning 
style to help to develop their muscle 
memory and enhance aural recognition. 
This method—akin to the mapping system 
of a GPS—will improve intonation using 
kinesthetic learning to help students 
recognize the placement of pitches on 
the fingerboard, thus helping them to 
train their ears to “hear” the intonation in 
addition to their “feeling” the intonation. 
This method of teaching will give students 
a sense of accomplishment, and students 
who are not naturally aural learners will be 
able to enhance their technique and skill as 
string players. 

Christina Placilla has 
given recitals throughout 
the United States, 
Australia and Spain and 
is active as a chamber 
musician. Publications 
include a CD entitled 

Remembrances from Home on the Centaur 
Label and recently a co-authored book based 
upon her chamber music pedagogy research 
entitled We Are the Music Makers: A Graded 
Guide to Chamber Music, Volumes I-III. 
Christina currently teaches the upper string 
studio and the Chamber Orchestra at 
Winston-Salem State University.
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Universal shifting pattern blocks can be a tremendous aid 
in performing and understanding all major scales and their 
parallel harmonic and melodic partners. They also serve as a 
vehicle for mastering the double bass fingerboard.
 Double bassists are taught to finger scales specifically for 
each individual passage, often using the lower positions on 
the E, A and D strings with the majority of shifting occurring 
on the G string. In working with my double bass students 
at Western Kentucky University, I have developed “universal 
shifting pattern blocks” that facilitate the memorization of 
these 36 scales while expanding the bassists shifting agility, 
fingerboard knowledge and across-string shifting patterns.
 The illustration to the right shows four-note fingered 
blocks on the E, A and G strings and the three-note fingered 
block on the D string. These blocks represent the shifting 
positions for the F# Major, harmonic minor and melodic 
minor scales.

All the major and minor scales can 
be performed using two shifting 

block patterns:
Four-note fingered block:

The two positions are 1 ½ hand widths apart and represent 
a shifting distance of a Minor 3rd (the distance between 
positions I and III).

Three-note fingered block:
The two positions are a ½ hand width apart and represent 
a shifting distance of a Minor 2nd (the distance between 
positions I and II).

It’s All About 
What Shift You’re On

by Bill Scott
Illustrations by Marleda Upton
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The following three examples illustrate the fingerings used for each of the parallel scales.

By comparing the top and bottom finger dot on each string with all three examples, it should be apparent that all three F# scale genres 
are using identical positions and shifts. To show the altered tones of the melodic minor, gray dots were used for ascending and black 
dots for descending changes. It also should be noted that at each string crossing the hand will always shift a ½ hand-width; it will be a 
northward shift on ascending scales (toward the scroll) and a southward shift on descending scales (toward the bridge).

There are three rules to remember that make performing the major and minor scales in this manner very easy:

Rule No. 1: The shifts that occur at string crossings are all ½ hand-width (semi-tone) shifts. These half hand-width shifts are north 
for ascending scales and south for descending scales.

Rule No. 2: On scales that start with a fingered note, the shifts that occur on each string are 1 ½ hand width shifts (the shifting 
distance between 1st and 3rd position or 3 semi-tones). The only exception to this is in the second octave between pitches “RE” 
and “MI” where the shifting distance is a ½ hand-width (semi-tone).

Rule No. 3: Scales that start with an open string also have an additional ½ hand-width shift between pitches “RE” and “MI” in the 
first octave.

The advantage in practicing parallel scales with identical shifts and string crossings is that it increases the students understanding of the 
differences in melodic minor, harmonic minor and major scales and also promotes the use of upper position work on the lower three 
strings. I have developed the following flow charts to facilitate the memorization of each scale and their parallel partners.

The square n represents the 1½ hand-width shift. The triangle q represents the ½ hand-width shift.

The applicable flow charts precede each scale or group of scales. It is common knowledge that the 3rd finger replaces the 4th finger 
in upper positions. This will, of course, vary depending on the instrument shape and the size of the bass player’s hand. Therefore, for 
clarity, I only have listed the 4th finger in the scale flow charts with the understanding that the 3rd finger can and will be substituted.
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In summary
Three types of visual cues have been used in this article to demonstrate the concept of universal shifting pattern blocks:

1. Fingerboard illustrations
2. Notes with fingerings
3. Flow charts

These visual cues give bassists the foundation for meeting diverse learning styles. Students 
will be able to extract what works best for them and be able to transfer it into both 
teaching and performance applications. I have found that there is never a unanimous 
preference in my double bass studio for the visuals that students prefer.
 Universal shifting pattern blocks have proven to be highly beneficial to my collegiate 
double bass students. It has helped them to better understand the theoretical similarities 
and differences between the parallel scales and has streamlined the process for memorizing 
and playing them. It also has provided them with a greater technical proficiency for 
across-the-string shifting patterns that will continue to be of benefit throughout their 
careers.
 Excerpts in this article were taken from “Power Warm-Up for the Double Bassist.” 

Bill Scott came to Western Kentucky University in 2003 as the Baker 
Professor of Music where he serves as music director of the symphony and 
teaches applied double bass. Prior to coming to Kentucky, Scott served eight 
seasons as music director and conductor of the Greater Spartanburg 
Philharmonic and 23 years as the orchestra coordinator for Spartanburg 
School District 7. Scott has a bachelor’s degree in music education from the 
University of Wisconsin-Superior, a master’s degree in string development 
and orchestral conducting from the University of Wisconsin, and a doctorate 

in orchestral conducting from the University of South Carolina. He is a published writer in the 
area of double bass pedagogy. 



www.astaweb.com | 43 



44 | American String Teacher | May 2014

V
io

la
 F

or
um

Who do you consider to be your 
most influential mentor, and 

why? (Some of the responders were 
students from the Applebaum series.)
Daniel Avshalomov, American String Quartet, Quartet-
in-Residence, the Manhattan School of Music: I was 
fortunate to have been taught and coached by many 
legendary players, among them Robert Mann, Raphael 
Hillyer and Claus Adam of the Juilliard Quartet, violists 
William Lincer and Lillian Fuchs, and Amadeus Qtt. 
violinist Norbert Brainin (Did the author mean to start a 
new sentence? I don‘t think so. But the list, the way it is 
written, doesn‘t make sense either.), all of whom shaped the 
ways that I practiced and played the instrument. 

Toby Appel, concert artist, faculty the Juilliard School 
since 1990: Easily, this would have been my wonderful 
teacher Max Aronoff.  I began lessons with Aronoff at the 
New School of Music in Philadelphia when I was nine 
years old, and had the final one at Curtis at age 17. He 
was my only teacher until he suggested I take some extra 
lessons (also at Curtis) with the amazing violist Joseph 
DePasqule, particularly on concerto repertoire that Max 
didn’t know or want to learn. The mentoring was simply a 
part of our lesson routine. A huge and constant insistence 
on beauty of sound, clarity of musical ideas and a focus to 
the practice of imagination, which has served me more than 
well, and proven him right over and over again for the past 
51 years. Aronoff would, and could, play better than me 
at every lesson. His words were direct and our relationship 
was one of mutual admiration from day one. Aronoff 
never asked me to do anything without a clear and full 
explanation of WHY. And lessons one through nearly the 
last couple years was filled with HOW.  

What does it mean to be a mentor? 
by Nancy Campbell

Karen Dreyfus, Manhattan School of Music, Juilliard, 
Mannes, USC/Thornton: Michael Tree showed me how 
to get around the instrument in his own perfectly unique 
and brilliant manner. He experimented with fingerings and 
bowings to bring out the best possible scenario for phrasing. 
What a glorious, rich sound he makes on the viola! 
 Leonard Mogill was my first viola teacher. He had the 
patience of Job in listening to scales, etudes, repertoire from 
age 12-19. He loved to do transcriptions since he felt that 
the viola repertoire was “spotty,” jumping from Baroque 
to Romantic and 20th Century repertoire in a heartbeat. I 
played many violin concerti, clarinet and cello concerti not 
for performance but for technique building as well as for 
stylistic reasons. 

What are some of the ways you 
mentor your students today?

Melia Watras, University of Washington: As someone 
who was fortunate enough to have an amazing mentor like 
Atar Arad, I feel a great responsibility to my students to 
help them in the best way I can. Not all students need the 
same kind of guidance, so teaching for me is a very personal 
experience. My students have different backgrounds and 
goals. I try to give all of them a view of what their potential 
can be, as well as the steps and tools they need to get there. 
We are all part of a rich musical tradition that needs to grow 
and continue, and the students are the future.

Andrea Priester Houde, West Virginia University: The 
biggest way that I try to mentor my students is through my 
own actions. I try to “practice what I preach.” But, of course, 
there is a tremendous amount of mentoring that happens 
in my students’ lessons, as well. Each student has their 
own issues—musical, mental, physical, emotional—that 
need to be addressed to make them “whole” as musicians. 

Last year, Kathryn Plummer, professor of viola at the Blair School of Music at Vanderbilt University, wrote an article, 
“Looking Back: Thank You, Samuel Applebaum” (AST August 2013, Volume 63, No. 3). In it, she outlined some salient 
points by violists who were featured in Applebaum’s series The Way They Play. These violists are our heroes, and they made 
an impact on us through their beautiful playing and teaching. Violist Scott Slapin reminisced about his complete set of 
the series, sadly lost to Hurricane Katrina. He noted, “One thing I gained from reading The Way They Play interviews is 
that no one can really agree on anything … People have different personalities, and their playing should reflect that. ‘One 
size fits all’ doesn’t work.” 
 This year, I contacted several prominent violists, who are both artist performers and hold faculty positions at the 
university level, to find out who they saw as their influences and why they made such an impact. Also, I was eager to 
hear how they are mentoring the next generation of violists. The response was nothing short of overwhelming, and their 
answers were incredibly enlightening. These violists truly honor their mentors and have insights into the mentor role. 
 I posed three questions to the artist/teachers. What follows are selected responses to each of the three questions. Due 
to the great response, I am unable to include all of them in the limitations of this article. However, I am pleased to say 
that ASTA will post the full article with the complete submissions on its website.
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At different times in a student’s training, they need different 
teaching. That means that there will be moments when it is 
more important to put the viola down to tackle whatever is 
standing in the way of being the best musician that they can be. 
That might range from helping them learn how to manage their 
time to being advised to join a dance troupe to become more 
comfortable in their own bodies.

Robert Becker, Chapman University Conservatory of Music: 
Talk to them! Listen to them! It sounds silly, but we spend 
so much time talking and teaching that we forget to listen to 
them. We have two ears and one mouth, let’s use them in that 
proportion with our students. We would learn so much about 
how to teach them as a result. Mentoring is a complete package 
with me. The personal stress that students are under today is 
huge. College admission, parental pressure, finances, and the 
list goes on and on. Sometimes being a safe place for them to 
come is the greatest gift we can give over and above the obvious 
work on technique and repertoire.

Matthew Michelic, Lawrence Conservatory: In mentoring my 
own current and former students, I strive to be a good listener. 
For many of my students, there are competing areas of interest 
intellectually and artistically, and for these the challenge is 
helping them focus in a way that allows them to synthesize and 
come to terms with limitations of time and energy. I may sense 
that they have gifts ready for development or that they need to 
step out of their comfort zone. If I sense a particular direction 
that might be fruitful or rewarding for them, I plant that seed. I 
seek to build a relationship with them based on respect and our 
shared joy in the process of recognizing their unique gifts and 
pursuing excellence, whatever their path may be.

Catherine Consiglio, Wichita State University: I think it is 
extremely important to know what the student’s professional 
goals are. If the student wants to become a public school 
teacher (the most noble of all professions!), I more often will 
relate comments during their lessons in pedagogical terms. I 
might explain concepts and methods for practice as they would 
relate to younger students more often. For example, I try to 
describe in more detail my reasoning in a particular decision 
as to repertoire, technical and etude choices. If the student is 
looking for a graduate degree to propel him/her into a more 
performance based direction, I would be sure they are going 
through more repertoire and regularly preparing orchestral 
excerpts. It is important they get a lot of practice performing. 
I strongly believe understanding how to practice efficiently 
and effectively is vital to any musician. I talk about this a great 
deal in lessons. ALL violists should have a strong technical 
foundation. I wish more high school violists were asked to 
do regular scale work, intervals and bow exercises. They also 
need to listen to (and attend) professional performances and 
recordings.

Kathryn Plummer, Vanderbilt University, Blair School 
of Music: First and foremost, I hope it is clear to all my 
students that I value and respect their many talents as we work 
together. While I endeavor to provide technical and musical 

solutions specific to each student, our common goal is to find 
ways for everyone to communicate more effectively his/her 
unique musical intelligence and personality. Some students 
need considerable coaxing and cheerleading, and our weekly 
performance class is an ideal opportunity for them to become 
more comfortable and expressive on stage. One fundamental 
in mentoring is to encourage students to think for themselves. 
I aim to be a “musical clearinghouse” by suggesting many 
musical and technical possibilities to investigate and explore. I 
urge students to read and listen to everything related to their 
learning, by sharing books, scores, recordings and YouTube/
website links. I want them to formulate strong opinions, but 
also to have open minds and show consideration of others’ 
ideas. Students easily see that I am always searching, too, 
because I share with them both my successes and failures. By 
disclosing my personal challenges and missteps, I hope they 
will be spared making some of the same mistakes. Helping 
students find summer study opportunities and graduate school 
programs—and eventually work—is a responsibility I take 
seriously, and I readily help facilitate all such endeavors. Also, 
I’m never reluctant to counsel students to be good citizens of 
the school, to be considerate and helpful, to mentor younger 
students, to learn to be leaders, and to strive to lead honorable 
lives. My students know they can come to me outside of lessons 
to discuss any kind of problem, and that their well-being is of 
paramount importance to me. 

Ivo van der Werff, Rice University, The Shepherd School 
of Music: Being a viola teacher at the level where you hope 
your students make it in the music profession is not just about 
playing the viola. How to survive emotionally and mentally can 
be a challenge. Part of what I enjoy is being part of the growing 
and maturing process a student goes through as they develop 
as people and musicians. Being a musician is about life, about 
expressing oneself, literally about “being.” I am there to support 
my students; they know they can come to me to talk about 
anything and everything from viola playing to life. They also 
know I am on a learning curve; we can have discussions and 
not always agree. Hopefully my passion for what I do comes 
out for them. The best way to mentor my students is to be who 
I am and not try to be who I am not.

Victoria Chiang, Peabody Conservatory, Aspen Music 
Festival and School: First and foremost as their viola teacher, 
I try to help my students become the best musician and violist 
they can be. Guide the student to work to his/her fullest 
potential and represent himself/herself well using all of his/
her assets. Guide the student to believe in himself/herself and 
see his/her value to the world. Guide them to be generous and 
supportive of their colleagues and friends.

Hillary Herndon, University of Tennessee: All of the 
wonderful mentors I’ve had share a few common traits that I 
try to emulate when working with my own students: they listen 
to the student’s concerns and dreams, help provide focus on 
steps that need to be taken to solve problems and achieve his/
her goals, help each student recognize their own individual 
strengths, and offer support and encouragement. Being a great 
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mentor does not mean having all of the answers, but it does 
involve asking the right questions. 

Juliet White-Smith, the Ohio State University: I help my 
students to understand that they are not “the only ones” 
going through the challenges they are experiencing. I let 
them know it is not how they come into college that is most 
important (remember: you’ve already successfully made it 
into college!), but in what condition they leave. Often, I use 
my own story as an example. I am very open about my own 
challenges. I do not try to hide who I am. I am direct in a 
supportive and nurturing manner. I help students to focus 
on what is unique about themselves, to embrace, love and 
appreciate who they are and what they have to offer. I insist 
they let go the idea of comparing themselves to others in an 
attempt to become a version of someone else. I help them to 
see that, no matter what they do, it is imperative they learn 
to have personal integrity, to be true to themselves, to be 
the best “them” they can be. All of this advice comes from 
my own personal experience. We are not necessarily taught 
by society to be open about ourselves, to allow ourselves to 
be vulnerable. I used to think this was a weakness of mine. 
I have evolved my perceived weakness into my greatest 
strength.

Nancy Buck, Arizona State University: A teacher can’t 
always determine what degree of impact he/she makes upon 
any individual, so my goal is to always try to help students 
maximize their potential and strengths. I want my students 
to know how important and valuable their work is—that it 
doesn’t exist in a bubble, or just in the practice room. We 
can become insolated and feel like our work is individual 
and singular. So I try to introduce students to the idea that 
meeting and connecting with others—not just their peers, 
but former students and teachers, current professionals and 
artists, and non-musicians—can help them tap into creative 
potential. One skill set, when added to another skill set, gives 
a person much more than two individual skill sets. There are 
great conversations to look forward to—especially when I get 
that “why would I even consider doing that?” (dubious) look 
on a student’s face. Often, that crazy-but-insistent nudge-to-
action results in something unexpected: a whole set of doors 
opening up that the student never knew existed.

Helen Callus, USCB and the Colburn Young Artists 
Academy: I aim to serve my students by being as good a 
role model as I can. I believe that in my example—in all 
things—I can teach them the most effectively. I want them 
to see the obstacles I try to overcome and the varied ways 
in which I try to build a career. As violists, we are often 
many things to many people and often do not have just 
one path that we follow. I encourage that in my students 
and I encourage them to do the other work that makes us 
better people and collaborators in life. College is a time to 
grow and reflect. It is a time to be inspired and informed. 
I believe my job as a mentor is to demonstrate all of these 
things to my students to the best of my ability.
Daphne Gerling, University of North Texas: Unlike 

students in other majors, you can count on your teacher 
to really get to know you, your goals, your best and worst 
qualities both as a person and musician. I enjoy getting to 
know my students and helping them put it all together—
really helping them to enact the vision of what they dream 
for themselves as humans and artists. It’s so important 
to show a combination of understanding, support and 
uncompromising high standards. One of our responsibilities 
as mentors is to help our students be strong mentally and 
artistically, because they are facing a lot of new demands and 
a changing, more entrepreneurial job market. I also think 
it’s really important to mentor them into their strongest 
abilities, whether that be helping them be a teacher, or 
figuring out they have a gift for administration, for non-
classical music or for an orchestral job. They are all different 
and need our support different ways. Some students come 
to you for advice about other parts of life, and it’s important 
to know when to refer them to other specialists. But I also 
think it’s part of our job to help provide the best care and 
education, artistically and personally. …Also, in particular, 
I really enjoy mentoring students who are seeking careers 
as educators. It’s a wonderful way that we contribute to a 
better society, sending great teaching musicians into public 
schools. I think it’s crucial for us to mentor those students 
really well so they can withstand the rigors of the profession.

How would you advise young 
violists starting in the pro-

fession to find a mentor?
Steven Ansell, Boston University, Boston Symphony, 
Muir String Quartet: Finding a mentor is not something 
one does actively. In most cases, mentors will take you 
under their wing without being asked to do so if they 
happen to see you have some sort of potential. You do not 
have to be on any particular level to find a mentor, or have 
one find you. If you are serious about your work and keep 
at it, you will be found.

Susan Dubois, University of North Texas: Mentorship 
is much more than a passive, unilateral dynamic between 
mentor and mentee. In fact, it is the mentor who must ask 
questions—thoughtful, challenging questions designed 
to facilitate discussion and provoke self-reflection by the 
mentee on items such as goals, motivations, concerns, fears 
and priorities. I find that the follow-up “Why’s?” are often 
much more difficult for mentees to answer, and ultimately 
more insightful, than the initial “What’s?” 

Hsin-Yun Huang, Curtis Institute, the Juilliard School: 
Teaching, to me, is an intimate exchange between two 
people. I think in a short time of meeting each other, both 
the teacher and the students would have to place trust 
totally in each other for the lesson to be worthwhile. I also 
think both instinct and chemistry play a big part. Knowing 
what you are seeking in a mentor is a good first step. Then, 
perhaps, trusting your gut instinct is the next.

Margaret Miller, Colorado State University: I would have 
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students look to someone they admire as both a person and a 
musician. Go to concerts, go to theatre productions, dance, art 
exhibits—a mentor can be found in unlikely places. Most of our 
careers as musicians are not straight lines, so we must be open 
to meeting new people and cultivating relationships. I also feel 
that as teachers we can help steer a student to a mentor, such as 
a former student that has landed an orchestra job, or a successful 
chamber music or freelancing career.

James F. Dunham, Rice University, Shepherd School of 
Music: In a way, I think many of us are found by our mentors. 
When a bond is formed, it is quite a mutual response to the 
relationship—a true feeling of trust and respect. One can 
certainly approach a highly respected person, and we are all 
pleased to be asked for feedback and advice. Often, though, the 
mentorship grows over time and is very organic in its formation. 

Scott Slapin, violist: I suppose there are many different 
professions one could enter that involve playing the viola, and 
that would greatly affect who would be a good mentor. The list of 
musical priorities in orchestral playing is quite different from that 
of solo playing, for example, and not everyone has a personality 
suited to both. Some people enjoy teaching, and some do not. I 
certainly wouldn’t steer someone toward making a living through 
music unless he/she couldn’t imagine doing anything else. In 
this case, probably such a motivated student will already have 
gravitated toward appropriate mentors.

Helen Callus, USCB and the Colburn Young Artists Academy: 
Mentors can be people who we never meet and who demonstrate 
the kinds of qualities you can admire and try to attain for 
yourself. Superstars of the industry have a lot to teach us, but 
so do our community musicians and teachers. We learn from 
everything around us, but the trick is, I think, to be open and 
humble and to really listen to what surrounds us.

Karen Ritscher, Oberlin Conservatory, Manhattan School of 
Music, NYU Steinhardt: Simple: follow your heart. What do you 
really dream of doing? Are there people who are doing what you 
would love to do? Ask for their help and feedback. Be respectful 
of their time and energy, but know that most professional 
musicians enjoy giving back all that we received. Be as clear as 
possible in your own desires and be open to receiving help and 
guidance from all kinds of sources. Do not be seduced by the 
glamour of fame. But be smart about representing yourself and 
knowing your own value.

Karen Dreyfus, Manhattan School of Music, Juilliard, Mannes, 
USC/Thornton: Once you have established the direction you 
wish to follow, it is most important to find an inspirational role 
model. There is something very wonderful about a generational 
relationship with a teacher/mentor. The bottom line is that 
teachers/mentors like to help young musicians who are open-
minded and have a great work ethic, but bring their own 
intelligence and passion of music to the mentoring relationship. It 
is best to find someone who shares your particular interest, whether 
it be in chamber music, opera playing or any other field in music. 
Stephen Wyrczynski, the Jacobs School of Music at Indiana 

University: Guided by my own experience with Karen Tuttle, I 
often ask my students very early in their relationship with me, 
what is their ultimate goal in music? I have had students who 
have answered that it was solo, chamber music, orchestral and 
even conducting. I then guide their choices by their answer to 
this question. Sometimes by focusing so specifically on what their 
ultimate goal might be, it turns out that their goal changes during 
the course of a semester or even a degree program. Depending 
on their interests, I encourage them to find role models in the 
profession. Seeking advice from mentors and role models is an 
important element in finding success.  Knowing that some else 
has done it can take some of the anxiety out of the journey.

Pamela Ryan, Florida State University: Mentors are everywhere. 
You do not need to get advice only from one private teacher. Ask 
questions of all music professionals and get as much information 
as you can. Think about what they have said and consider how it 
applies to you. Don’t look for someone to make your career for 
you; make it for yourself. 

Conclusion
Throughout my life I have been fortunate to have mentors in many 
areas, but two gentlemen stand out from my graduate studies at 
the University of Kentucky. David Sogin taught and continues to 
teach me much about string pedagogy. His patience and willingness 
to let me bounce around ideas have lead to some creative teaching 
outcomes. Rob Baldwin, who now teaches at the University of 
Utah, was generous with his time and intellect as my conducting 
professor. Coincidentally, both are violists. When asked for his take 
on the mentor role, Baldwin said, “Mentorship is a responsibility 
as well as a privilege. My advice is to take this inevitable duty with 
great care. Put yourself in the shoes of the one you are mentoring as 
much as possible. We must also understand that while we will never 
have had the exact experiences (because we are all individuals), 
sharing ideas and strategies breeds thoughts that incubate in the 
mind. So, while your ideas may not be applicable in a precise way, 
they can certainly lead to a creative response in the mentee. Share, 
discuss, understand, then sit back and watch your colleague’s 
creative process and application.”
 I would like to express my genuine thanks to the violists that 
responded to my questions with such enthusiasm and sincerity. As 
a reader, I hope you will learn from their words. Since they took 
the time and energy to share their thoughts I thought it would be 
a shame if I were the only one who would get the opportunity to 
read them. I invite you to follow the link on the ASTA website to 
read the full interviews. 

Nancy Campbell is cofounder of L.O.V.E. (Lexing-
ton’s Original Viola Ensemble), a community of viola 
students and teachers. She is the orchestra director 
at the School for Creative and Performing Arts in 
Lexington, Kentucky and serves as orchestra 
content leader for Fayette County Public Schools. 
Campbell directs the Central Kentucky Youth 
Repertory and Preparatory String Orchestras. She 
is a Yamaha certified string educator and faculty 

member for the Kentucky Governor’s School for the Arts.
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My first in-depth experience with the Bach Suites happened 
in college under the expert guidance of David Wells. 
David was a protégé of Diran Alexanian, a disciplined 
and analytical master of the cello and a scholar of the 
suites. Alexanian’s cerebral interpretation of each resulted 
in two books: a massive, intricately detailed treatise on 
cello technique, and a bizarre-looking version of the 
suites. While David only nudged his students toward 
the treatise, he insisted we study the suites directly from 
Alexanian’s edition. Surely he saw our eyes crossing as we 
struggled to interpret the extra-terrestrial notation, but 
fortunately the combination of David’s intelligent teaching 
and very human interpretation made the approach both 
comprehensible and compelling.
 While that was my college experience, I now teach 
mostly pre-college students who are often far more advanced 
than I was at their age. By the time my students are in 
middle school, they have heard the Prelude to Suite No. 1 
and they want to play that piece. They don’t know why, they 
just do, and at least technically speaking, most are ready. 
So when I finally agree to let them, it is indeed an exciting 
occasion, and a genuine rite of passage for young cellists. 
 I am intrigued by this “coming of age” moment and 
have worked to find ways for adolescents to understand 
the suites from the inside out, rather than simply offering 
them a superficial pass through the notes. If we teachers are 
willing to work slowly and deliberately through the musical 
concepts that comprise these pieces, we will have laid a 
foundation for our students to understand and interpret 
Bach as they mature. 
 My goal is to create an in-depth yet understandable 
introduction to the suites for students who have little or 
no experience with music theory. Because the notes are 
technically accessible, there actually is time to teach theory 
basics while digging deeply into the music itself. Of course, 
technical issues like string crossings and intonation need 
to be addressed, and perhaps a few dynamics could be 
dictated—but those are all tools, and not the heart and 
soul of the music. In other words, this is not a paint-by-
numbers approach to the music, but the start of an inside-
out investigation of these brilliantly crafted compositions. 
A few notes before we begin:
•	  While many of us were taught to play the suites in a 

more Romantic style (with legato articulations and a 
denser tone), I encourage my own students towards 
a lighter, freer technique, bowings that honor the 
manuscripts, and tonal qualities naturally borne 
from playing Baroque instruments and bows. 

•	  Editions with minimal edits (or none at all) allow 
more mental space for exploration and more 
physical space for analysis and pencil marks. 

•	  Bowings, specific articulations and tempi are 

Introducing the Bach Suites
by Cornelia Watkins

deliberately not included in this presentation. 
While these factors are hardly unimportant, 
teachers and newly engaged students can make such 
decisions after exploring the movements slowly and 
thoroughly. 

•	  Finally, one “Rule of Thumb” regarding final tempi 
choices: they should not be too fast to accommodate 
expressive nuances, just as expressive choices should 
not be so prevalent as to destroy the vital sense of 
pulse—we must always be in search of a balance 
between these elements. 

Theory Basics
If your students don’t know about harmonies and harmonic 
progressions, they’ll need a simple primer. Students can 
write a one-octave G scale, labeling each step with a Roman 
numeral. Show your student how to write a triad based on 
each step of the scale. Introduce the terms tonic, dominant 
and subdominant—you can add to this later as you work. 
Have the student play these triads on the piano (or in a 
pinch, play them on your cellos—your student can play the 
root, and you can fill in the third and fifth). Listen to the 
major, minor, dominant seventh and diminished qualities, 
and discuss why they sound this way. Adjust the Roman 
numerals from upper case to lower case when appropriate. 
Create a simple inversion worksheet so students can practice 
“triad restacking” of inverted chords and open spellings. 
Students don’t have to understand everything perfectly the 
first time, but you will want to keep these worksheets with 
their music for future reference. 

Prelude
Harmonies
The following are ways to frame and interpret Bach’s 
harmonic progressions:
•	  I (tonic) = home; most relaxed or resolved;
•	  V7 (dominant seventh) = yearns for resolution;
•	  vii o7 (diminished seventh) = functions much like 

a dominant seventh, but the minor thirds and 
resulting extra leading tone makes this chord more 
intense and mysterious;

•	  IV (subdominant) (or substituted ii) = one step 
farther away from resolution than the dominant, as 
it usually must move through V7 to resolve to tonic; 
and

•	  vi = often a surprise substitute for tonic; used to 
extend phrase in an unexpected way (try annotating 
music with “vi !”).

Look at the first five bars of the Prelude to see these 
functions in action: 
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When interpreting harmonic progressions dynamically, changing an intensity level at the moment of a chord change is less effective 
than leading towards that harmony change. Like a dynamic story-teller who can lead listeners to anticipate what is to come with 
inflection and nuanced timing, a musician can guide his audience toward a harmonic change with small crescendos and diminuendos, 
and even subtle variations in timing. 

Pedal (or pedal point)
A note that is sustained for an extended time (usually several 
measures) while other notes change around it. Bach played the 
organ, and on that instrument he literally put his foot on one 
pedal and played other notes on the manuals. He recreated this 
effect for the cello by repeating one note again and again. The 
example above is an example of pedal point, used in this instance 
to introduce and reinforce the tonality of G. 

Explore on your own: 
Find other sections of the Prelude where Bach uses 
pedal point. 

Voices and Voice leading
Notes in a phrase that have distinctly different functions, and 
often move in separate directions. Two or three voices can often be 
identified in the suite: melody, bass line and sometimes a middle 
voice. These are traced more easily in chordal movements like 
the Sarabande, but can be found almost everywhere you look, 
including the first five bars of the Prelude. We often get so caught 
up tuning the opening chords or making even string crossings that 
Bach’s masterful voice leading goes unnoticed. 

Explore on your own: 
To start hearing voices (!), start by playing the most 
obvious bass line (the pedal G). Next play the “melody” 
(BAB, BAB, CBC, CBC, etc). Now, play the middle 

voice that lies on the D string… aha! And that scale doesn’t stop 
at the G—it moves back down to the F# at the end of the 4th 
measure. But does it actually end there? In the fifth bar we have 
the E, and if you keep looking to the end of the bar, the D C# B 
leads us on towards a new bass note of the C#. 

Dissonance
Bach uses dissonant intervals (tritones, major sevens and major or 
minor 2nds or 9ths) to heighten harmonic tension. For instance, 
look at the intervals in m. 3 (and later in m. 18)—both a major 
seven and a tritone are used to ensure maximum tension and 
inevitable resolution. Play each interval as a double-stop (the pedal 
G with the F#, then the F# with the C) and listen deeply not only 
to the dissonance, but how the F# reaches toward a resolution on 
the G, and how the C leans back toward the B. 

Explore on your own: 
How many more dissonant intervals can you find in 
the Prelude? Look at the music and circle what you 
see, then play through the movement to hear how 

those and other dissonances intensify the music and yearn for 
resolution. 
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Leading tone 
The seventh step of a scale that “leads” the music and our 
ears toward resolution. 
 Just as the F# is the leading tone in the key of G, 
accidentals almost always serve to create new leading tones 
(indicating secondary dominant or diminished chords) that 
shift the tonality towards a new, albeit temporary, resolution. 
These can be musically expressed with the same tension-
release approach used in the first phrase. Even if younger 
students are not ready to analyze more complicated chords, 
they can interpret leading tones by intensifying the altered 
pitch and feeling the pull towards its upwards or downwards 
resolution, which usually occurs in the next bar, as in the 
below example. 

Explore on your own: 
Find and circle the leading tones in the Prelude. 
(Hint: Many of these will the same notes as 
the dissonances you found.) Predict what the 

temporary tonic will be—then play that leading tone and 
its resolution to hear the tension-release relationship. 

Bonus exploration: Look for clues that determine 
whether the temporary tonic in the previous passage is 
major or minor. 

Form
The frame or structure around which a piece of music is composed. The Prelude is a through-composed movement 
comprised almost entirely of sixteenth notes, so many “boundaries” are blurred. Therefore it’s easiest to start with the most 
obvious beginnings and endings. How many can your student find? The most obvious are:
1. The beginning
2. The fermata on the D
3. The end
 Students do recognize the fourth measure as being the end of the first idea, especially if you’ve done the initial analysis 
together. They also might notice the arrival on the low D in measure 29, the only eighth note in the entire movement. (If 
the D has gone unnoticed, be sure to have them look for it!) 
 Have students play through the Prelude, pausing each time they feel they’ve “arrived” somewhere, and have them 
identify the chord or tonal center. Some students stop frequently (at almost every chord change), while some will fly by 
important arrivals. Either way, it will help you to understand how they listen and help you can guide their ability to discern 
the difference between an important chord and a true cadence.

Expanded intervals and arpeggios
These are another part of Bach’s language that create drama and intensify climaxes. 
Have students compare the peaceful nature of the chords in the opening of the 
Prelude to the extremes of m. 22 heading into the fermata. Of course, there is 
another important factor at work here: tonal ambiguity. Not only do these notes 
span than over two octaves, more than any other measure in the movement, but 
also the C natural in the bass (the inverted seventh of a D dominant seven chord) is placed in the same chord as a C#, the 
leading tone which implies D Major—creating not only dissonance but also harmonic disorientation. And, in fact, it takes 
the rest of the movement for the music to find its way back… but more on that later.

Sequence
A pattern of notes that repeats at increasingly higher or lower 
pitch level without disturbing the interval pattern, creating 
an excellent reason to crescendo or diminuendo. 

Explore on your own: 
Some sequences lead the music to an unexpected 
place, and others move the music toward 
resolution. Which situations are evident in the 
example at the top of the next page?
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Chromatic notes
A series of half-steps.
•	  Some chromatic notes emphasize another note by 

surrounding it with upper and lower tones. In the previous 
example, the surprising end of that sequence is a chromatic 
twist around the D, rather than a more predictable E 
natural. 

•	  Bach also uses chromatic notes as scales stretch out and 
delay coming resolution, creating tension or urgency.

Explore on your own: 
Find two other examples of chromatic notes in the 
Prelude. Which of these uses chromatic notes, pedal 
point and expanded intervals all together? What is the 

cumulative effect on the music at this place in the Prelude? 

Composer’s craft
Even after repeated performances, the final chord of this Prelude 
never fails to satisfy. Explore the way Bach practically ensured that 
experience with the next extended exploration below. 

Explore on your own:
1. Play and listen to the first four measures. What is 

the significance of the pedal G? 
2. Do the other pedal points reinforce tonic, or do 

they suspend the music at different pitch levels? 
3. Now circle every low (open string) G in the Prelude that 

lands on a beat (i.e., on the pulse, not after it). How many 
are there before the fermata? How many are there after the 
fermata? 

4. Why do you think there are so many before the fermata, 
but none after that until the final measure? Do you think 
Bach deliberately saved the G to the last chord? Look at 
the sequence that begins in m. 29. Had the sequence come 
to its logical conclusion in m. 31, what note would the 
sequence resolved on, and on what beat? 

The answer, of course, is that the sequential completion of that final scale would have landed us squarely on G. Instead, Bach pulls back 
from the resolution at the last moment, then sustains a pedal A for six measures, and a pedal D for another two. Even with the obvious 
return to G Major in m. 39, the bass note is still a D. Not until the final chord does he bring back that low G. Whether we knew it or 
not, we’d been missing that note for a very long time. So satisfying, yet that’s only the first movement! 

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. d

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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Allemande
Form and tonal centers
As the first dance movement of the suite, students will 
quickly realize and identify the form of AABB, including the 
tonal centers of D Major at the end of the A section and the 
return of G Major at the end. While the modulation to D 
certainly offers the satisfaction of tonic, it is still temporary. 
Compare the tonalities to taking a trip: you leave home 
and travel to arrive at a new destination, where you have 
a comfortable place to stay—a kind of “home away from 
home”—but as nice as it is, you won’t be fully settled again 
until you finally return to your real home. 
 There also are lesser cadences in the piece (“rest stop” 
anyone?) that require a lighter interpretive touch. Ask your 
students to find these by applying some of their newly-
acquired understanding of harmonies.

Explore on your own:
Play through the Allemande, and mark a ∥each 
time you come to an obvious stopping point. 
Can you determine the key of each cadence? 

(Hint: In the measures leading up to each cadence, 
remember to look for accidentals that might indicate a 
leading tone.) 

Linear language
Harmonic progressions that are implied through primarily 
melodic lines rather than vertical spellings of chords. In the 
Allemande, the seamless spinning of scales and arpeggios 
into both melody and harmony is more challenging to 
comprehend than the more obviously chordal approach in 
the Prelude. Just as a sentence is constructed of individual 
words that are grouped and ordered to create meaning, each 
phrase in the Allemande is composed of a series of scale and 
arpeggio gestures expertly assembled for harmonic meaning 
and musical contour. 
 Here are some basic guidelines for analyzing this type 
of writing; in the example that follows the first phrase is 
annotated accordingly: 
•	  Each scale and arpeggio is a distinct musical gesture, 

even when two gestures share a common tone;
•	  With the exception of a “do-ti-do” ending, any 

directional change indicates a new gesture;
•	  Any scale or arpeggio that begins with a skip is consid-

ered separate from the previous scale or arpeggio; and
•	  The lowest note (or notes) of any gesture likely will be 

significant to the harmonic progression.
 Once the individual gestures are evident, use them to 
help determine harmonic progression between the previously 
identified cadences and tonal centers.

Explore on your own:
In the first half of the Allemande, circle the 
lowest note you can find in each measure, even 
if you don’t consider them particularly low 

notes. Now play only those notes. (Hint: Try playing 
those notes in the same octave.) Can you find evidence of 
a well-crafted bass line?

Voicing
In the Allemande, the bass voice is sometimes enveloped by a melodic line, sometimes more obvious when separated by 
skips. To help make these harmonically important notes audible in performance, try playing them more rounded and 
separated, as opposed to using more elongated strokes for the melodic lines. 
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Pick-up note (anacrusis)
A note (or notes) that begin a phrase before a strong beat. When 
a movement begins with a pick-up note, subsequent phrases also 
are likely to begin with a pick-up note. In fact, many of the smaller 
musical gestures of a phrase are organized with the same pattern, 
even if these are less obvious than the first.

Explore on your own:
Find the phrases and smaller gestures in both the 
Allemande excerpts that begin with a single sixteenth 
note pickup, and mark them with an arrow. 

Rhythmic flow 
Subdivided notes, such as sixteenths, move toward longer notes (such as quarters or eighths) to create a natural sense of flow.

Melodic direction
The ascent or descent of a melodic line used to guide phrasing. Musical gestures sharing a common tone are made meaningful in 
performance when the timing and dynamic contour are nuanced accordingly. Experiment with these scenarios as a starting point:
•	  The note at the top of an ascending line that also is common with the beginning of a descending one can be compared to the crest 

of a hill. On a bicycle you exert some effort to reach the crest, but regain momentum and direction going down the other side.
•	  Scales or arpeggios that descend to a low note and rise again often share a common tone as well. Imagine the experience of 

swinging, and how the centripetal force at the lowest point of the arc increases the feeling of weight just as the swing pulls 
upward again. 

Separate musical gestures
Phrases or smaller sections of music that are not directly linked to 
another. The most obvious of these occur at half or full cadences, 
where rhythm or harmonic factors make clear which notes 
complete the old phrase and which begin the new. However, many 
more subtle versions of separate gestures do occur mid-phrase, 
when an interval skip starts a new group of notes—these require a 
lighter interpretive touch. 

Explore on your own:
In the final excerpt at the top of the next page, 
explore how you want to complete the A minor 
cadence before starting the next phrase, and then 

compare that to the phrasing nuance needed in the sequence 
that follows. Try reading this sentence aloud, considering the 
momentary pause you insert at the previous comma, and then 
apply that inflection to each new gesture of the sequence. 
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and Onward…
 After delving into the first two movements, students now have gained some foundational understanding of Bach’s 
music. In fact, students who catch the “analysis bug” usually memorize the Prelude and Allemande with relative ease, and, 
especially considering their youth and inexperience, perform them with remarkable nuance. Of course, don’t stop here: 
venture on, encouraging your students to apply their newfound knowledge to explore the remaining four movements. As 
you move ahead, though, don’t forget to look back. When your student identifies a pedal point in the Courante, discovers 
great voice leading in the Sarabande, recognizes sequences in the Minuets and anacruses in the Gigue, refer to earlier 
movements to highlight and reinforce your student’s understanding, and perhaps make one of numerous connections yet to 
be discovered.
 If this approach is something you want to offer students, be sure to make it your own first. Take yourself through this 
extended lesson, adjusting terminology, adding or subtracting concepts, and rearranging the order as you see fit. Consider 
creating your own “Explore” checklist and send students on a “treasure hunt” with each new movement. Most importantly, 
don’t feel the need to cram all of this into a few lessons—one or two concepts at a time is usually plenty, giving students the 
intervening week to experiment with them before the next lesson. 
 And if in doubt, consider it this way: just as a young actor studies Shakespeare’s unique vocabulary and sentence 
structure to perform Romeo and Juliet for the first time, a novice cellist who learns the language of Bach will grow in musical 
independence and maturity with the Suite No. 1. Perhaps there are some middle school cellists for whom this more substantial 
approach is not appropriate; but in my experience, students are stimulated by the challenge of exploration, enthusiastic about 
their newfound discoveries, and more than satisfied with this first leg of their life-long journey with the suites. 

Cornelia Watkins is a lecturer in music and preparatory cello instructor at Rice University. She has served on the 
TexASTA board and several national ASTA committees, and was the 2010 recipient of the State Chapter 
Leadership Award. She speaks at conferences across the country and is a member of the Wisconsin CMP 
committee. Watkins has written articles for several periodicals including AST and The Strad, and is the author of 
two books on music and teaching.

Nothing Says “I heart strings!” Like an ASTA Gift Membership!

Graduation time is fast approaching, so why not give the gift that keeps on giving? An ASTA 
membership—or renewal!—comes with many tangible benefits, but perhaps more important 
is being part of a collegial network of string teachers, performers, and enthusiasts who share 
common goals and interests. For those who are graduating from high school, our half-price 
student membership is available through college undergraduate study, and for those students 
who are already ASTA members and graduating with their bachelor’s degree, we offer a 
transitional membership at more than 30 percent off the cost of our professional membership. 
To give an ASTA membership to YOUR favorite grad, visit www.astaweb.com or call our 
Membership Department at 703-279-2113, ext. 14, today!
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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 curriculum contains useful and practical 
information for string teachers at every level of 
experience.

$39.99
Download
price just !

Go to iTunes eBooks to 
purchase yours today!

ASTA's String Curriculum – 
Now Available Electronically!
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More than 2,000 string teachers, students, and performers attended the 2014 ASTA National Conference, March 5-8 in Lou-
isville, Kentucky, including participants of the National Orchestra Festival and the National High School Honors Orchestra.
 Paul Kantor, Rice University, received the Artist Teacher Award. Winifred Crock, director of orchestras at Parkway 
Central High School in Chesterfield, Missouri was honored with the Elizabeth A. H. Green School Educator Award. 
Rebecca MacLeod, ASTA national board secretary, received the String Research Award to honor a researcher whose early-
career scholarly work shows promise.
 Longtime ASTA members and leaders Doris Gazda and Robert Culver served as keynote speakers. Chelsea House 
Orchestra, under the direction of Jed Fritzemeier, provided Opening Ceremony music.
 Showcase evening concerts included the Virtuosos of Double Bass (featuring renowned bassists Joseph Conyers, Vol-
kan Orhon, and Ju-Fang) and the American Roots and Branches eclectic styles performance (featuring solo artists Darol 
Anger and Paul Kowert, as well as Berklee World Strings and the Highland Hills Middle School Orchestra). In addition, 
the National High School Honors Orchestra performed under the direction of Gary Lewis.
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Steve Buttleman, the official bugler of the Kentucky Derby, kicked off the 
Exhibit Hall Grand Opening by playing the Derby's “Call to Post.”

2014 ASTA National Conference 
Embraces Louisville with Live Music!

Joseph Conyers, Volkan Orhon and Ju-Fang provided a magnificent display of 
artistry at the “Virtuosos of Bass” concert.
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The Chelsea House Orchestra after performing at the opening ceremony.

Attendees enjoy a special evening with Darol Anger and Alison Brown. ASTA's Silent Auction draws attendees looking for unique items.

Often leaders invite participants to play along or use 
musicians to illustrate concepts.

The conference is a chance to see old friends and make new ones.Laurie Scott and many others led several useful and interesting sessions.
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Artist Teacher Award 
Paul Kantor, Rice University

Awarded annually to a pedagogue of  renowned stature 
from North America.

Paul	Kantor was appointed in 2012 to the 
Sallie Shepherd Perkins Professor of Violin 
following ten years at the Cleveland Insti-
tute of Music. His impressive musical career 
includes serving as chair of the String De-
partment at the University of Michigan for 
13 year and, prior to that, concurrent ap-
pointments at the Juilliard School, the New 
England Conservatory and Yale University. 
Kantor began his career as concertmaster 
of the New Haven Symphony Orchestra, 

first violinist of the New Haven String Quartet and subse-
quently, the Lennox String Quartet. He was appointed con-
certmaster of the Laussane Chamber Orchestra in 1989 and 
for the past 32 years he has been an artist and faculty mem-
ber of the Aspen Music Festival and School, where he has 
been concertmaster of both the Festival Orchestra and 
Chamber Symphony, Chair of the Musicians Committee and 
a member of the Board of Trustees. In 1994 he gave the 
world premiere of Dan Welcher’s Violin Concerto, (subse-
quently recorded with Larry Rachleff), as well as the world 
premiere of John Corigliano’s Red Violin Caprices Mr. Kantor 
has recorded for CRI, Delos, Mark, and Equilibrium Records.

Sponsored by: Kay H. Logan

Elizabeth A.H. Green School Educator Award
Winifred W. Crock

Awarded annually to a teacher with a distinguished current 
career in a school orchestral setting.

Sponsored by:  
SHAR Music

Winifred	Crock is the director of orchestras 
at Parkway Central High School and 
maintains a private violin studio in suburban 
St. Louis, MO. During her tenure, the Central 
High Music Department has been awarded 
Grammy Gold Signature School status as 
one of the top music departments in the 
country. She has been named Educator of 
the Year by the St. Louis Symphony, Missouri 
ASTA Private Studio Teacher of the Year 
and Missouri ASTA Secondary String 
Teacher of the Year and was selected for 
the USA Today National Teacher Team. In 
demand as a clinician, lecturer and 
conductor, Mrs. Crock has lectured at 
numerous ASTA and SAA conferences and 
has been the featured string clinician at 
Midwest, TMEA, MMEA and other music 

conferences in more than 20 states, Canada and New Zealand. 
In 2010, Mrs. Crock was the conductor of the SAA Suzuki Youth 
Orchestra of the Americas II. Mrs. Crock’s publication, Learning 
Together: Sequential Repertoire for Solo Strings or String 
Ensembles, is co-authored with William Dick. 

String Project Award Winner
University of Massachusetts Lowell

Awarded annually by the ASTA National Board to an 
outstanding String Project Site in the National String Project 

Consortium.
The	 UMass	 Lowell	 String	 Project is a vanguard music 
education and community engagement initiative that provides 
music instruction to students from Lowell Public Schools. While 
learning to play stringed instruments, students discover how 
music can build positive relationships with their peers and 
within their community. The UMass Lowell String Project is 
the flagship community engagement initiative in the UMass 
Lowell Music Department. We have a newly revised mission 
that features community development through music as its 
centerpiece. In fact, we recently received funding from the 
Lowell Cultural Council which represents an investment by 
the city into the cultural work we champion. The UMLSP is 
restoring music education to a school district where it is almost 
non-existent. We have a teaching staff that is unparalleled 
in dedication and conviction to carry out the Project’s dual 
mission of community building and music instruction. The 
UMass Lowell String Project is agile, adaptive, and driven by 
its great students, parents, faculty, and teaching artists.

String Researcher Award
Rebecca MacLeod

Awarded to an early-career researcher whose scholarly 
work shows much promise in continued significant 
contributions to string education and performance. 

Dr. Rebecca MacLeod is Associate 
Professor of Music Education at the 
University of North Carolina at 
Greensboro (UNCG), where she 
directs the string education program 
and conducts the UNCG Sinfonia. 
Dr. MacLeod is published in the 

Journal of Research in Music Education, International Journal 
of Music Education, Bulletin for the Council of Research in Music 
Education, Update: Applications of Research in Music Education, 
Journal of Music Teacher Education, String Research Journal, 
and the Florida Music Educators Journal. She currently serves 
on the editorial boards for the Journal of Research in Music 
Education and the String Research Journal. She also servces 
on the American String Teachers Association National Board. 
Her research on working with underserved populations, vibrato 
technique, music teacher education, and music perception has 
been presented at the International Conference of Music 
Perception and Cognition, Music Educators National Conference, 
National Association for Music Education National Conference, 
American String Teachers National Conference, Midwest Band 
and Orchestra Clinic, Society for Music Teacher Education, 
and several music educators’ state conferences. MacLeod 
received her undergraduate degree from Duquesne University 
in Pittsburgh, Pennsylvania and her MME and PhD from Florida 
State University in Tallahassee, Florida. She is a frequent guest 
conductor and clinician throughout the United States.

The following awards were presented during the 2014 ASTA National Conference.
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Membership	Recruitment	Award
Massachusetts

(accepted by Deanna Leedy-Andreozzi)

Student Chapter Awards

2014 Most Improved ASTA Student 
Chapter - Westminster College

2014 Outstanding ASTA Student Chapter - 
The Ohio State University

(Not shown: Student Exemplary Service Award: 
Hannah Smith)

State Chapter Awards

Best	Newsletter
Oregon

(accepted by Lisa Robertson)

Most	Improved	Chapter
Indiana

(accepted by Soo Han)

Outstanding	Chapter
New Jersey

(accepted by Loni Bach)

State	Chapter	Leader
Terry Alexander, President, Arizona

(accepted by Ted Buchholz)

Elizabeth Ericksen, president of MN Chapter, enjoys a good laugh at the State Chapter Workshop.
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National Orchestra Festival® Showcases the Future of Strings
The 11th annual ASTA National Orchestra Festival (NOF) allows students to hone their skills with noted 
adjudicators and clinicians while enjoying the spirit of competition. It was held in conjunction with the 
national conference in Louisville, Kentucky last March. 
 NOF featured 17 ensembles representing middle/junior high schools, high schools, and youth 
orchestras from across the country. Competing orchestras are split into four categories: High School 
String Orchestra, High School Full Orchestra, Middle School Orchestra, and String Youth Orchestra. 
Concerts are evaluated by a panel of music educators on technique, tone quality, intonation, rhythm, and 
interpretation. As the educational aspect is an important component of the festival, students have the 
opportunity to attend and participate in some all play classes and in conference sessions.

Atascocita High School Chamber Strings

Grand Prize Winners of the 2014 ASTA National Orchestra Festival

Public School Division: Atascocita High School Chamber Strings, Humble, Texas
Directors—Colin Catoe and Elyse Catoe

Youth Orchestra/Private School 
Division:

Stringendo’s Vivace, Poughkeepsie, New York
Director—Jonathan Handman

Stringendo’s Vivace
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Middle School String Orchestra

First Place
Harpool Middle School CD 
Orchestra
Argyle, Texas
Carmen Wiest and Kara Ortiz, 
Directors

Second Place
Greenspun Junior High School 
Orchestra
Henderson, Nevada
Kimberly Anderson, Director

High School Full Orchestra

First Place
Charleston County School of the 
Arts Symphony
North Charleston, South Carolina
Christopher Selby, Director

High School String Orchestra

First Place
Atascocita High School Chamber 
Strings
Humble, Texas
Colin and Elyse Catoe, Directors

Second Place
Upper Arlington High School 
Symphony Strings
Upper Arlington, Ohio
Ed Zunic, Director

Third Place
Chiles High School Chamber 
Orchestra
Tallahassee, Florida
Christopher Miller, Director

Youth String Orchestra

First Place
Stringendo's Vivace
Poughkeepsie, New York
Jonathan Handman, Director

Second Place
Stringendo's Chaconne
Poughkeepsie, New York
Elizabeth Handman, Director

Congratulations to all the talented 
young musicians who participated in 
the festival. ASTA thanks NOF Chair 
Val Palmieri for all of her hard work 
and dedication on the festival. 

Other award winning groups receiving awards:

Three days of intense rehearsals awaited the 
competitively-selected 2014 National High 
School Honors Orchestra (NHSHO) at the 
ASTA National Conference. Its goal: to perform 
Shostakovich's Symphony no. 5 in D minor, 
op. 47 under the sturdy direction of Maestro 
Gary Lewis. This talented youth group exceeded 
expectations and was given many rounds of 
applause at its performance on Friday evening. 
 The NHSHO is comprised of 102 high 
school musicians selected from state competitions 
to perform biennially for ASTA conferences. It 
was established in 1986 and the first orchestra convened in Anaheim, California, under 
the direction of James DePriest. Subsequent performances took place in Indianapolis; 
Washington D.C.; New Orleans; Cincinnati; Kansas City; Phoenix; Detroit; Albuquerque; 
Santa Clara; and Atlanta.
 This year’s competition was graciously sponsored by The Potter Violin Company of 
Bethesda, Maryland. Look for exciting news regarding NHSHO on the ASTA webpage. 

Gifted Young Musicians Are in Abundance 
at the National High School Honors Orchestra

2014 National High School Honors Orchestra

“My time in Louisville with the 
NHSHO was the best experience of 
my life. Even before the rehearsal 
started with our amazing conductor 
Gary Lewis, I got to see snow for 
the first time in my whole life! The 
convention part of the trip was 
amazing—I played a Stradivarius, 
tried violas, and talked to many 
string camp booths. Rehearsal was 
incredible. The level of skill and talent 
in that one room was indescribable, 
and . . . our performance was perfect. 
My high school orchestra placed 
third in the NOF competition! I made 
friends, connections, and saw people I 
knew. I was honored to participate in 
NHSHO. It truly is something that I will 
never forget for the rest of my life.” 
(Raiden Thaler)

www.astaweb.com | 63 



64 | American String Teacher | May 2014

2014 NATIONAL CONFERENCE Review

A while back, after I had been teaching junior high band and 
orchestra for five years, I stopped for a few years to raise my two 
children. Once they were of school age, I became a substitute 
instrumental teacher in the large Montgomery County, 
Maryland, public school system. When you are an instrumental 
music substitute you have to be able to teach both band and 
orchestra. Subbing for band is often a challenge but I found that 
the way to retain control and maintain order was by way of the 
percussion section. Just stop the band, look cross-eyed at the gang 
of drummers and tell them that they seem to have messed up. 
Immediately they start looking at each other and saying, “Who 
me?” They never had the slightest idea who made the mistake and 
of course, neither did I. However, it was a most effective tactic for 
gaining control and for letting them know I was listening. 
 The orchestra presents a comparable solution by way of 
the bass section, the wonderful friendly section of the orchestra. 
However, the problem here is that the section is generally way off 
to your right side and it is most difficult to keep them in the line 
of vision since so many cues and remarks are directed toward the 
violins that are to your left. So the solution was to always move the 
basses into the middle . . . that is, across the back and directly in 
front of me. I learned to do this before rehearsal started and they 
definitely were in the cross-hairs of my attention. They immediately 
became the most important section in the orchestra which is, in 
fact, a truth often ignored by directors. My orchestras learned to 
tune to the basses. The basses play A for a long time while the 
group section by section tunes to the “A” and then subsequently 
tunes the rest of the strings in the same manner. The basses are 
always busy! When the basses are off to the right, they are so far 
away from the back of the violin section that the kids back there 
do not listen to them or pay any attention to them. As well as 
establishing the fundamental tones for good intonation, the basses 
rhythmically provide the glue that holds the group together. You 
want your group to be able to play without a conductor? Get the 
basses in the middle! And keep them loaded with responsibility.
 When you are teaching, how many times do you say, 
“Listen!?” Wrong notes, imperfect counting, poor intonation 
and lack of ensemble are corrected by the work and finely tuned 
discrimination we do with our ears, our fine motor skills and our 
musical brains. But how about reading music? That is the work of 
our eyes and our brains. You have to look at the music. And, guess 
what? Most people who are poor readers are either failing to look 
at it and track the notes or they do not understand the symbolic 
system of music writing. Reading comprehension is a sight skill. 
When little children are learning to read books, at some point 
they stop looking at the pictures and start tracking the words. 
And our music students have to track the notes on the page while 
at the same time they are performing the motor skills that allow 
them to make the sounds and listen to what they are doing. It is 
complicated. But becomes easy when we teach students to learn 
to track the notes with their eyes and then interpret the symbolic 

language. So, while you play a simple melody for them while 
walking behind them to make sure they are keeping their place, 
they take their right index finger and point to the notes. You don’t 
even have to talk about quarter notes, sharps or rhythms. You play 
and watch to make sure they are keeping their place correctly. 
They follow and listen. They are learning by ear while watching 
the notes. Play the line through three times and ask them to play 
it. Voila! They play it and are “reading.” Using these first steps to 
simplify reading makes the process easy. Soon enough you will 
start explaining the particulars but by then they already have the 
knack of tracking the music. That is the key to music reading and 
that has been my basic principle in developing successful music 
readers. And, of course, when I discovered that in the upper 
regions of ledger notes, I did not know the names of the notes, 
I understood that reading by interval was crucial to becoming a 
great sight-reader. 
 The orchestra has a difficult piece to learn? Get a start on 
learning it by having them play the final chord and then the 
final two measures. Play it in tune and with good tone and then 
put that piece away until tomorrow. And one of the best of my 
teaching techniques was concluding every orchestra rehearsal with 
something easy and concluding every private lesson with a duet. 
Even when a student was not prepared or did not have a great 
lesson, a tuneful duet that he could sight read with ease gave him 
the power to leave the lesson with a song in his heart!
 So . . . all of this is really not the subject of my talk today. 
Please forgive me . . . I am a string teacher first, last and always so 
I just wanted to share these thoughts with you. I do want to share 
with you a few important ASTA events that I have lived through. 
 In 1946, a group of string performers and educators had 
the vision to come together to discuss the possible formation of 
an organization dedicated to string teaching. And soon after the 
end of the WWII, they formally wrote the documents that would 
bring forth the American String Teachers Association (ASTA). 
Within a few years there were rumblings among the public school 
teachers that ASTA was not paying enough attention to school 
music. Thus, a second organization, the National School Orchestra 
Association (NSOA) was formed. It was just around this time, 
in the late 1950s that I embarked upon my musical career. I was 
already a member of MENC of which I had become a life member 
for the monumental fee of $125 which sounds ridiculous today 
but when you consider that my yearly salary was about $3,000, 
it seemed huge. And, I learned about ASTA by way of the ASTA 
string sessions at the national MENC conventions. Yes, the ASTA 
conventions were always held in conjunction with MENC. 
 NSOA had its own meetings in conjunction with the 
performance of the National High School Honors Orchestra 
which it had founded. NSOA’s national publication was the string 
segment of the Instrumentalist magazine and if my memory serves 
me correctly, it was by way of the Instrumentalist that I became 
interested in NSOA. 

Keep the Basses Loaded 
Keynote address by Doris Gadza, co-keynote speaker, 2014 ASTA National Conference

The August issue of American String Teacher will feature the keynote address of 
Robert Culver, co-keynote speaker, 2014 ASTA National Conference.



www.astaweb.com | 65 

 It is really important to understand that there was 
a tremendous overlap of membership between the two 
organizations. And I would say that the average public school 
teacher might have been better served by NSOA and the private 
teachers and performing players by ASTA. But this really did not 
make sense because ASTA conferences were held in conjunction 
MENC meetings, which were school teacher’s conventions on 
both the national and state levels. The AST Journal worked 
hard to serve both audiences but it seemed to lean away from 
school music. As a matter of fact, the entire situation was very 
confusing to those of us who were not in the inner circle of either 
organization. For many years, I belonged to both but really did 
not know why the two sides of the coin were so muddled. I felt 
strongly that there should be only one organization to serve our 
needs. After all, I played professionally, and taught both privately 
and in the public schools. I was, like many of you, involved with 
strings in many ways.
 And then by a quirk of fate, I was elected to be ASTA 
national secretary, a job that I found interesting, entertaining, 
and sometimes a bit contentious while we hammered out ideas 
and policies at the board meetings. I loved the camaraderie of 
those meetings where you got to know people on a deep basis 
after meeting with them nonstop for three days. Soon after my 
term expired I was asked to become national president of NSOA. 
I accepted the nomination stating that my platform would be 
first and foremost to consolidate these two organizations. Much 
to my surprise, I was elected anyway. And then the work and 
turmoil began. I cannot begin to explain here today what we had 
to go through to make this happen, but I will say that the most 
important fact that made it happen was that Ed Adelson was 
national president of ASTA at that time. Ed and I had become 
friends while both serving on the ASTA national board and 
we were able to hammer out point after point without killing 
each other. It was not clear that we could achieve the goal but 
eventually did so by means of national referendums with both 
organizations. All members were not happy with the result but 
the majority ruled and we became joined at the hip or should I 
say, by our collective necks. I moved over to become member-

at-large on the” 
ASTA with 
NSOA” board.
 The name 
of the new 
organization was 
a tremendous 
problem. We 
thought about 
NOASTA 
(which is not 
very nice) and 
other acronyms 
but none were 

acceptable so we settled on “ASTA with NSOA.” NSOA members 
were most concerned about the National High School Orchestra 
which has continued with tremendous success. ASTA members 
were happy to share the journal with school music issues which 
brings enrichment to all. So in spite of some back alley innuendos 
about “snobs” and “riffraff” and some hate mail directed my 
way, we began a successful journey together. After 10 years, the 
cumbersome name “ASTA with NSOA” was converted back to 
ASTA and we live happily ever after. ASTA supports string and 

orchestra programs. The orchestral opportunities at National 
Conventions are awesome! We loaded our bases by joining 
performers, private teachers and public school teachers into 
the strength of one organization, the American String Teachers 
Association. And it is my fervent wish that more of our universities 
will return to the curriculum that develops instrumental teachers 
who can teach both string and band instruments so that they are 
prepared to develop orchestras in our schools.
 Now we enjoy alternative styles and the digital world. There 
is a great forum for all string teachers with a Facebook group that 
includes many ASTA members. We find at both conventions and 
via the digital age, that most of our problems are shared with 
teachers everywhere. No one has to be alone in trying to find 
solutions to problems. 
 And I am quite sure that many young teachers think that 
the problems we have in justifying music programs is something 
new with what is called “budget tightening.” Let me assure you, 
that was part of the conversation over 50 years ago! Many of us 
have taught all our lives under the threat of losing our programs, 
our jobs and our dignity while fighting for what we know is of 
tremendous importance not only in the lives of children but for 
the culture of a country. The ingenious ways we are fighting this 
threat of reduction in arts funding may be new but the subject 
is old. Over a hundred years ago, brave teachers introduced the 
arts into the curriculum of public schools and we have been on 
the ropes ever since! When our culture hangs in the balance, it is 
worth fighting for. As attributed to Winston Churchill, it was once 
suggested that he cut funding to the arts to pay for Britain’s war, to 
which he responded “Then what would we be fighting for?” 
 We are fighting for the culture of our country and for giving 
people the music that enables them to express that culture. We are 
fighting for the value that we know music brings to the education 
and lives of children. And to transfer that meaning of the value 
of music to children we have to be the greatest sales team in the 
world. We cannot just say, “It means such and such to me” or 
“Music will enhance your life.” We must say to children and 
parents that “music study is basic” in your life. We have to sell 
our music, ourselves and our orchestras not only on the intrinsic 
value of music but also on the value it brings to your individual 
education and the meaning it brings to your life. When we are 
presenting our program to those fifth grade classes, we must 
remember that we are selling the program. It wouldn’t hurt to 
take another look at “The Music Man” and adopt at least a few of 
his techniques As brought to our attention by Joann Lipman (in 
the NY Times, October 12, 2013), high-achievers and CEOs in 
various professions agreed that it was through music study that 
they learned collaboration, creativity and discipline. 
 By what means do we describe the history of nations? Not 
only by their political battles, their civic crises or even their wars, 
but by their culture and arts. Our orchestras, bands and pop artists 
are sent around the world to represent the United States. These 
people represent who we really are and what is basic to our culture. 
We travel to other countries to witness their art, their cities, and 
their music just as people travel to the United States to discover the 
sounds and culture of America. So what you do in your fifth grade 
beginning orchestra class, your high school orchestra and your 
public concerts is vitally important to the heartbeat of America as 
well as to the success of each individual student. Keep your bases 
loaded with excellence and don’t ever give up.

As attributed to Winston 
Churchill, it was once 
suggested that he cut 
funding to the arts to pay 
for Britain’s war, to which 
he responded “Then what 
would we be fighting for?” 
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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 13.

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 56.

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 17.

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 17.

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 85.
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Notes
D’Addario and Harmony 
Program Want to Make 
a Difference with Music 
Outreach 
The James D’Addario Family Foundation, the D’Addario 
Foundation, and the Harmony Program lead by example with the 
aim of increasing the number of local music programs supported by 
musical instrument companies

This past 
January, three 
music-focused 
nonprofit 
organizations 
combined 
efforts to 
provide 
underserved 
Long Island, 

New York, third-graders with free musical instruments and an 
intensive after-school music program.
 “I want this program to become a model for our industry,” 
remarked James D’Addario, the program’s biggest benefactor and 
the CEO of D’Addario & Co., the world’s largest manufacturer 
of musical instrument accessories. According to D’Addario, 
he was troubled by the lack of free music programs currently 
provided by musical instrument companies and vowed to change 
the culture. “Once we show how well our program works, we will 
begin outreach to involve other companies in our industry and 
community, and inspire the creation of additional local music 
programs,” he said.
 The new after-school program will provide 25 third-graders 
from Deauville Gardens East and West public elementary schools 
in Copiague, Long Island, with their instrument of choice and 
music instruction, based on the El Sistema model, for two-hours 
a day, three-days a week. In addition to instruments and intensive 
study, each student receives special access to concerts, cultural 
events, and coaching from accomplished professional musicians.
  “One of the hallmarks of the El Sistema model is intensive 
study,” commented Anne Fitzgibbon, executive director of 
the Harmony Program, the successful music education-based 
nonprofit administering the after-school program. Studies show 
that when music is incorporated into children’s lives on a regular 
basis, in addition to music skills, listening, collaborating, self-
expression, and concentration and comprehension improve. 
 The James D’Addario Family Foundation is providing 
generous funding for the majority of the program’s needs, 
including funding for musical instruments, supplies, and salaries 
for instructors. It also is providing venue—the D’Addario 
corporate headquarters, in Farmingdale, Long Island. The 
D’Addario Foundation, which operates independently from the 
James D’Addario Family Foundation, is providing transportation 
for the students.  The Deauville elementary schools were selected 

for their proximity to the D’Addario & Co. headquarters, as well 
as for D’Addario employees’ children who attend the program. 

A Dozen Years and Counting 
for ElectricViolinShop.com 
Electric Violin Shop, bronze sponsor for the ASTA 2014 National 
Conference, owner Blaise Kielar has been retailing electric 
bowed strings for nearly 30 years, first through his traditional 
violin shop in the 80s and later in 1999 through his eclectic 
Music Explorium.  Then, in March 2002, the domain name of 
electricviolinshop.com became a reality. Thus began the world’s 
first—and still only—shop specializing exclusively in amplified 
bowed strings!
 According to Kielar, much has changed since 2002. The store 
relocated from Weaver Street in Carrboro, North Carolina to 
our present day location in Durham, near the Research Triangle 
Park, a makeover of branding and logo graphic, a redesign of 
the website, and a larger amount of new products. The company 
continues to pride itself on commitment to quality assurance, 
customer service and exploring and vetting new gear. The staff 
at the Electric Violin Shop thanks the strings community for 12 
years—and counting of support! 
 Check out the evolution of Electric Violin Shop in the 
pictures below:

Lynn Harrell Concerto 
Competition Winners
Dallas Symphony Orchestra (DSO) has announced today the 
winners of its annual Lynn Harrell Concerto Competition, which 
took place in April.
 Christine Wu of Plano, Texas was awarded first prize for her 
performance of the Violin Concerto by Jean Sibelius, giving her 
a $3,500 cash prize and the opportunity to perform the concerto 
with the Dallas Symphony Orchestra on June 14, 2014. 
 Second prize and $2,500 was awarded to Santiago Cañón 
Valencia from Bogotá, Colombia, who is currently studying 
at Southern Methodist University, for his performance of 
Shostakovich’s Cello Concerto. Third prize and $1,500 was 
awarded to Brian Zhao of Plano, Texas for his rendition of 
Dvořák’s Cello Concerto.
 Established by world-renowned cellist Lynn Harrell, former 
ASTA member-at-large, the Lynn Harrell Concerto Competition 
is open to students ages 18 and under from Texas, Arkansas, 
Oklahoma, New Mexico and Louisiana. The purpose of the 
competition is to identify and encourage the highest level of 
musical talent in the South Central United States.
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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.



74 | American String Teacher | May 2014

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, 85742-4135

Arkansas
Dan L. Mays, 479-226-9571, celloaction@
gmail.com, Fort Smith, AR, 72901-5829

California
Kimberly Cole Feeney, 530-757-5300 x271, 
916-373-9790, kim@macnexus.org, Davis, CA, 
95617-0342

Colorado
Nancy  Allwein, 303-564-8765, 303-564-
8765, cameostring@gmail.com, Centennial, CO, 
80122-2936

Connecticut
Kathryn Fausel, 860-648-5030 x22142, 860-
533-9315, lushfiddle@gmail.com, Manchester, 
CT, 06042-3109

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, 30024-8414

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, 83301-4373

Illinois
David F. Eccles, 312-788-1288, 773-966-7495, 
deccles@vandercook.edu, Chicago, IL, 60637-
4677

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, 
Ben.mcwhorter@fayette.kyschools.us, Lexington, 
KY, 40503

Louisiana
Michelle Wilkinson-Nelson, 253-691-3912, 
mwn6861@aol.com, Prairieville, LA, 70869

Maine
Lynne   McMahon, 207-363-7403, violynne1@
gmail.com, Cape Neddick, ME, 3902

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, 02459-2127

Michigan
Diane L. Winder, 734-487-4348, 734-484-
9964, dianelwinder@hotmail.com, Ypsilanti, MI, 
48198-3904

Minnesota
Elizabeth M. Ericksen, 612-321-0100, 651-
766-7408, adericksen@comcast.net, North 
Oaks, MN, 55127-6423

Missouri
Valerie J Bell, 816-746-6554, valorch@gmail.
com, Kansas City, MO, 64151-2874

Montana
Michael Johns, 406-728-2400 x4684, 406-
239-5691, pmjohns@mcps.k12.mt.us, Missoula, 
MT, 59801-3612

Nebraska
Erin Birkestrand Aguirre, 402-715-8225, 402-
557-5720, erin_aguirre@yahoo.com, Omaha, 
NE, 68144-5472

Nevada
Charles Cushinery, 702-799-5800, 702-876-
8768, chukcush@hotmail.com, Las Vegas, NV, 
89103-2336

New Hampshire
Sally Wituszynski, 603-692-2989, swituszynski@ 
comcast.net, Somersworth, NH, 3878

New Jersey
Loni E. Bach, 973-479-8105, 973-543-4318, 
loni.bach@verizon.net, Mendham, NJ, 07945-
1209

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, 
14526-1806

North Carolina
Mira Frisch, 704-687-4454, mfrisch2@uncc.
edu, Charlotte, NC, 28223-0001

North Dakota
Suzanne Larson, 218-779-7660, selarson@
west-fargo.k12.nd.us, West Fargo, ND, 58078-
3243

Ohio
Gretchen W Zunic, 614-487-5077 x3259, 
614-487-1968, gzunic@uaschools.org, 
Columbus, OH, 43221-3915

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, 
17003-9593

Rhode Island
Susan Curzio, 401-316-5778, suecurzio@gmail.
com, Coventry, RI, 2816

South Carolina
Janice Lynn Hutton, 864-593-9691, 
janiceLhutton@ gmail.com, Easley, SC, 29640-
9220

South Dakota
Marian E. Casey, 952-240-2328, 605-336-
3764, Marian@LyricWood.org, Sioux Falls, SD, 
57104-2126

Tennessee
Wesley Baldwin, 865-974-0706, 865-384-
8108, wbaldwin@utk.edu, Knoxville, TN, 
37920-2707

Texas
John Burton, 817-888-2424, jrburton@uta.edu, 
Arlington, TX, 76017-3738

Utah
Eric  Hansen, 801-422-4135, 801-691-0227, 
bass@byu.edu, Provo, UT, 84602

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, 98101-4425

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

Wisconsin
Carrie  Gruselle-Gray, 920-203-3134, 
graycarrie@aasd.k12.wi.us, Appleton, WI, 
54914-8750

Wyoming
Ronald M Ryan, 307-721-4430, 330-881-
0489, ronryan.bass@gmail.com, Laramie, WY, 
82070-3601

Volunteer Leadership Directory



www.astaweb.com | 75 

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 
Planning Committee
Mary Wagner, VA, Chair, mscello@cox.net
Nancy Bargerstock, NC
Beth Fortune, WA
Lisa Maynard, VA
Chris Selby, SC
Deanna Tompkins, ASTA Associate

2014 National High School 
Honors Orchestra
Kathy Fishburn, TX, Co-Chair,    
 kathyfishburn@suddenlink.net  
Kay Miller, TX, Co-Chair, 
 gmiller15@comcast.net 
Gwen Armwood, IL
Bob Phillips, MI, Board Liaison
Libby Dietrich, ASTA Associate

2014 National Orchestra 
Festival
Val Palmieri, MI, Chair, 
 valerie.palmieri@gmail.com 
Bob Phillips, MI, Board Liaison
Libby Dietrich, ASTA Associate

Program Review Task Force 
Robert Gillespie, OH
Jeffrey Solow, PA
Mary Wagner, VA
Donna Hale, Executive Director  
Mary Jane Dye, ASTA Associate
Jody McNamara, ASTA Associate

Publication Editorial 
Committee
Judy Palac, MI, Chair, palac@msu.edu
Elaine Colprit, OH
Lynne Denig, VA
John Fetter, NY
Robert Gardner, PA
Beth Gilbert, AZ
Joshua Russell, CT
Sky Henderson, ASTA Associate

Research Awards
John Geringer, FL, Chair, 
 jgeringer@fsu.edu
Michael Alexander, TX
Brenda Brenner, IN 
Don Hamann, AZ
Gail Barnes, SC
Judy Palac, MI, Board Liaison

Special Project Grants and 
State Awards Committee
Stephen Benham, PA, Chair, 
 benham@duq.edu 
Deb Bissen, ASTA Associate

State Chapters Committee
Stephen Benham, Chair, 
 benham@duq.edu
Colleen Tan, IN
Linda Johnson, CO
Nancy Pettersen Strelau, NY
Tami O’Brien, ASTA Associate

Strategic Planning Task Force
Stephen Benham, PA , Chair, 
 benham@duq.edu 
Ken Dattmore, CA
Michelle Davis, MO
David Wallace, NY
Taryn Wood, VA
Donna Hale, Executive Director
Mary Jane Dye, ASTA Associate
Beth Knight, ASTA Associate

String Industry Council 
Executive Committee
Haig Avsharian, MI, President, 
 haig@sharmusic.com
Bob Phillips, MI, ASTA President
Stephen Benham, PA, ASTA President-Elect
Donna Hale, Executive Director
Beth Knight, Staff Associate

String Research Journal
Editorial Board
John Geringer, FL, Co-Editor, 
 jgeringer@fsu.edu
David Sogin, KY, Co-Editor, 
 sogin@uky.edu
Judy Palac, MI, Board Liaison

Student Chapters Committee
Marg Berg, CO, Chair, 
 margaret.berg@colorado.edu 
Rebecca MacLeod, NC, Board Liaison
Hannah Smith, CO, Student Representative
Amanda Bernhardt, ASTA Associate

ASTA Past Presidents
Kirk Moss  — 2010-2012
Jeffrey Solow — 2008-2010
Mary Wagner — 2006-2008

ASTA with NSOA Past Presidents
Robert Gillespie — 2004-2006
David Littrell — 2002-2004
Robert Jesselson — 2000-2002
Louis Bergonzi — 1998-2000

ASTA Past Presidents
Edward H. Adelson — 1996-1998
Jacquelyn Dillon-Krass — 1994-1996
Anne Witt — 1992-1994
Robert Culver — 1990-1992
Gerald Doan — 1988-1990
Anne Mischakoff — 1986-1988
Gerald Fischbach — 1984-1986
Lucas Drew — 1982-1984
LeRoy Bauer — 1980-1982
Phyllis Young — 1978-1980
Jerry Kupchynsky — 1976-1978
Richard Sieber — 1974-1976
Robert Oppelt — 1972-1974
Ralph Matesky — 1970-1972
Harry Lantz — 1968-1970
Howard Van Sickle — 1966-1968
Paul Rolland — 1964-1966
Robert Klotman — 1962-1964
Gerald Doty — 1958-1962
Frank Hill — 1954-1958
Ernest Harris — 1952-1954
Rex Underwood — 1950-1952
Duane Haskell — 1947-1950

NSOA Past Presidents
Doris Gazda — 1997-1998
Peter A. Miller — 1995-1997
Robert J. Greenwood — 1993-1995
Arlene G. Witte — 1991-1993
Pamela Tellejohn (Hayes) — 1989-1991
Robert S. Frost — 1987-1989
Jerry N. Kupchynsky — 1985-1987
James H. Godfrey — 1984-1985
G. Jean Smith — 1983-1984
C. Gary Iams — 1981-1983
James H. Godfrey — 1979-1981
John R. Bright — 1977-1979
Robert A. Ritsema — 1975-1977
Lois Hobbs — 1973-1975
James H. Godfrey — 1971-1973
Malvin N. Artley — 1969-1971
H. Wayne Pyle — 1967-1969
Orville “Cy” Dally — 1963-1967
Forest A. Etling 1961-1963
Traugott Rohner, Founder 1958-1961
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Showcase
Alfred Music Introduces 
New Addition to Sound 
Innovations Method

Alfred Music announces the release of 
the latest addition to the revolutionary 
Sound Innovations method with Sound 
Innovations for Guitar, Book 2.

The second installment of Sound 
Innovations for Guitar continues the 
format established in Book 1—to teach 
students from day one to play using the 
kinds of riffs, patterns, chords, and songs 

that drew them to the guitar in the first place. Book 2 introduces 
new concepts such as moving up the neck, sixteenth notes, speed 
picking, playing moveable power chords in higher positions, classic 
guitar riffs, barre chords (major, minor, and seventh), and much 
more. Students learn by playing in real world contexts, using full 
song demonstrations and performing with each other. The included 
DVD features full video lessons and song demonstrations plus 
MP3 recordings of all song examples can be loaded to your music 
player. Additional features include our exclusive TNT2 Custom 
Mix software, which lets students isolate tracks for study, excerpt 
the guitar for play-along, and slow tracks down and loop sections 
for continuous practice. The lessons focus on learning all skills in 
the context of great repertoire ranging in style from folk, blues, 
flamenco, rock, and classical music, while teaching core guitar skills 
and applying music theory. Users can access this information at 
alfred.com/siguitar.” Sound Innovations for Guitar, Book 2 is now 
available at music retail stores and at alfred.com. 

Two Fold Media Releases Third 
Volume of Violin Left Hand

With the release of the third volume of 
Violin Left Hand, the set of violin 
technique titles by Fintan Murphy is 
complete. Violin Left Hand (presented as 
three volumes) together with its partner, 
Violin Bow Technique (one volume), are 
violin educational titles that illustrate and 
explain an extraordinary range of violin 
instrumental technique, containing 
chapters and topics that string players 
and teachers at all levels will find useful, 

if not invaluable. The material is presented on DVD/ROM as 
multimedia software which will run on all Windows computers 
(or Macintosh with Windows emulation). The 22 chapters of the 
four volumes cover more than 200 topics each has an explanatory 
text and scores where appropriate and is concisely illustrated with 
one or more video clips. 
 The chapters in the four volumes of the series are:
Violin Left Hand —Vol. 1—The Violin & Your Body, Left-

Hand Fundamentals, Finger Action, Finger Independence, 
Facility. Vol. 2—Shifting, Scales & Arpeggios, Chords & Double 
Stops. Vol. 3—Intonation, Vibrato, Coordination & Practice 
Violin Bow Technique—in one Volume—Bowhold, Bowing 
Fundamentals, Détaché, Slurred, Bowings, Beginning Clicks, 
Bouncing Bowings, String Crossing, Chords, Tone Production, 
Planning & Practice, Integration 

Murphy is a leader in the development of teacher training and 
instrument specific pedagogy. He travels widely to teach and 
study and has presented at the ASTA conferences. The titles can 
be purchased online from the publisher, Twofold Media at www.
twofoldmedia.com.au. Violin Bow Technique also is available from 
Alfred Publishing at www.alfred.com

Mona Goes Surfing!  
Mona Lisa Sound has added the instrumental 
1960’s hit by The Ventures, “Walk, Don’t 
Run,” to its ever-growing repertoire (www.
MonaLisaSound.com).  “Walk, Don’t Run” 
is one of the first surfing songs to make the 
Billboard Hot 100 chart during the summer 
of 1960. Originally arranged by the 
renowned arranger George Andrews for 
HSQ’s RCA album What If Mozart 
Wrote “Roll Over Beethoven,” Andrews has 
updated the arrangement and made it even 

better.  In addition to The Hampton (Rock) String Quartet, “Walk, 
Don’t Run” has been covered by Herb Alpert and the Tijuana Brass, 
Sha Na Na, and Glen Campbell.   “Walk, Don’t Run” is available as 
string quartet ($29.95), string quartet with double bass ($39.95), 
medium ($74.95) and large ($86.65) ensemble, and cello quartet 
($29.95). Call 1-877-263-5691 or order online at www.
MonaLisaSound.com

NS Design Announces the 
Arrival of NXT4 Electric Viola

NS Design is proud to announce the 
arrival of the NXT4 Electric Viola, 
designed by Ned Steinberger. Made to 
meet the demands of studio, stage, and 
other challenging performance 
environments, the NXT4 frees the violist 
from the limitations of an amplified 
acoustic viola. Based around a 
comfortable 16-inch viola string scale, key 
features of this instrument include the 

self-powered Polar™ pickup system, patented precision tuning 
system, sleek, ergonomic design, and is comparatively light weight. 
Available with either a flame maple sunburst or satin black finish, 
the NXT also features a maple body, ebony fingerboard and 
chinrest, custom shoulder rest, and adjustable-height bridge. Most 
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importantly, the NXT4 Viola offers artists exceptional amplified and recorded 
performance quality, and unparalleled freedom of expression.
 The NXT’s Polar pickup system is driven directly by the vibration of the strings. 
The set up with F-C-G-D, octave, or even G-D-A-E strings, delivers the entire range 
with full richness of tone. A convenient switch beside the volume and tone controls 
allows selection between heightened arco and pizzicato pickup sensitivity, expanding the 
tonal palette even further, virtually free of wolf tones. 
 The NXT4 viola completes the popular family of NS NXT models, which includes 
violins, cellos, upright 
basses, and a bass 
guitar / upright bass 
crossover model, the 
Omni Bass. NS Design 
manufactures a wide 
range of electric bowed 
string instruments and 
accessories, including 
EU, CR, and NXT 
series instruments 
crafted in the Czech 
Republic. NS Design 
also produces the new 
RADIUS electric bass 
guitars. For more 
information, call 207-
563-7700 or email 
info@nedsteinberger.
com. You may also visit 
its website at 
http://thinkNS.com.
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Reviews
All	Strings
RHYTHM BASICS: A STRING 
BASICS SUPPLEMENT, Stu-
dent Workbook. Wendy 
Barden. Kjos, 2012, $6.95. 
Teachers Ed., $14.95. 
This excellent resource lets you 
teach and re-teach rhythmic 
concepts while quickly checking 
students’ progress. Correlated 
with String Basics Books 1-3, it 
will work with most traditional 
methods. The target audience 
is middle and early high school, 
although also appropriate for 
advanced upper elementary. 
Well-sequenced units are 
reinforced once introduced. 
Students show mastery of  
their rhythmic understanding 
through performing, composing, 
analyzing, and evaluating. 
The teacher’s edition is well 
laid out and includes teaching 
strategies for each unit, rhythmic 
dictation samples, and short 
half-sheet-sized assessments 
ready for duplication. The book 
starts with quarter notes and 
rests and progresses quickly to 
cover half, whole, eighth, and 
sixteenth the notes and rests in 
time signatures including 4/4, 
6/8, 5/4, 7/8, 3/2 and more. 
Throughout the book, students 
are asked to write in counting, 
perform short exercises as a 
group, individually, or in duets, 
write short phrases within 
given rhythmic parameters, 
and take rhythmic dictation. 
Exercises are short and easily 
manageable by students. Games 
like Rhythm Tic-Tac-Toe are 
bound to be a hit. This well 
thought out book will become a 
staple in your classroom. K.H.

String	Orchestra
ANCIENT FLOWER (Gr. 2.5, 
opt. pno). Yukiko Nishimura. 
Carl Fischer, 2013, $50.
My string ensemble has been 
rehearsing this this lovely 
work for several weeks—the 
students continue to love 
performing it. The opening 
melody, which continues 
throughout the piece, is very 
catchy and memorable. At m. 
18, all parts have nice intricate 

and challenging rhythms. Cellos 
have a pretty countermelody 
at m. 32; everyone has 
interesting and semi-challenging 
parts throughout. This will 
be a hands-down favorite 
with students, teachers 
and audiences. T.C.

BATTLE QUEST (Gr. 1.5+, 
opt. pno). Mike Forbes. 
Carl Fischer, 2013, $40.
Adapted for strings from an 
original band composition, 
this forceful battle scene will 
challenge a sixth-grade orchestra. 
But it is worthy of  the quest—
for the absolute thrill of  music 
making and lyrical quality not 
often found in this level music. 
Forbes graded this as Grade 1. 
However, with the E minor key, 
low second finger needed for all 
violins, and independent melodic 
lines, I recommend waiting 
to attempt this piece. Forbes 
dedicated the melody to middle 
schoolers who, working together, 
become an entity much greater 
than individual musicians. The 
haunting viola soli section, 
followed by the equally 
breathtaking melodic second 
violin soli, exemplify masterful 
composing. The syncopation, 
scattered accidentals, and 
moderately challenging bow 
techniques are well worth the 
culmination of  a triumphant 
concert selection. T.M.

COMET RACE (Gr. 2, opt. 
pno). Doris Gazda. Carl 
Fischer, 2013, $50.
Exercise your students’ left 
hands as they race around the 
fingerboard like comets in this 
G-major piece with a ragtime 
style. Successful performance 
requires chromatic notes 
with low first, low second, 
high second, and high third 
fingers. Opportunities also 
exist for violins to incorporate 
fourth finger to avoid string 
crossings. Double basses 
shift to third-position; other 
instruments remain in first. 
Students develop confidence 
since each instrument performs 
independently. This work’s 
legato style reinforces the 

importance of  bow placement, 
bow distribution, and bow 
stroke to create matching tone 
quality across the orchestra—
an excellent teaching piece 
for developing strings. D.P.

DANSE BACCHANALE, from 
Samson and Delila. (Int., 
pno, perc). Camille Saint-
Saëns, arr. Jamin Hoffman. 
Hal Leonard, 2012, $50.
This excellent arrangement 
begins with a violin solo, joined 
by the entire orchestra. While 
one section has the melody the 
others have an exciting rhythmic 
accompaniment. This piece will 
challenge your orchestra with 
rhythm, dynamics, and listening 
across the ensemble. Firsts 
have frequent sections in third 
position and one measure in 
fifth, with optional 8va sections. 
Piano and percussion add the 
charming flare of  Saint-Saëns’ 
original—sure to delight your 
orchestra and the audience! L.A.

FOREST INCANTATIONS 
(Gr. 4). Alan Lee Silva. 
Carl Fischer, 2013, $55.
This is an excellent and 
approachable piece for high 
school level strings looking 
for a rhythmically challenging, 
contemporary sounding piece to 
round out a concert program. 
Short, spiky chords move 
the music forward, creating 
an opportunity for teaching 
marcato bowing. The melodic 
material moves throughout each 
section of  the orchestra; drama 
and tension build throughout 
the piece with use of  accents 
and dynamics. A short lyrical 
section features a violin solo 
with a “folk-rock” feel and 
lots of  interesting dissonances. 
The ensemble can sink their 
teeth into a whole range of  
dynamics—this piece might just 
get students playing pianissimo 
with a focused, intense sound. 
Once students find the groove 
they will enjoy hearing how the 
different rhythms fit together; 
counting is a must! Syncopated 
rhythms appear throughout, 
especially in accompaniment 
passages. Intermediate to 

advanced high school groups 
will find this piece well within 
their abilities—also a great piece 
for junior high festival. M.W.

HIGHLIGHTS FROM THE 
1812 OVERTURE (Gr. 4, opt. 
perc). Piotr Ilyich Tchaikovsky, 
arr. Bob Cerulli. Belwin, 
2012, $59. Distributed by 
Alfred Music Publishing.
A wonderful way to feature 
the richness and sonorous 
beauty of  your viola and cello 
sections! The opening chorale is 
orchestrated for divisi viola and 
cello until violins fold into the 
texture, building to the climax 
before the well-known patriotic 
theme. Advanced ranges for first 
violins require mature players. 
Seconds use third, fourth, and 
fifth positions; violists use third. 
Bow control in a variety of  
on- and off-the-string styles is 
also a must. Percussion parts 
feature bass drum, cannon, 
and bells. This arrangement 
will not disappoint. B.W.

THE LABYRINTH AND THE 
MAD KING (Gr. 4). Zach 
Wallmark. Kjos, 2012, $55.
The title accurately describes 
this simple ABA’ piece: it 
gives performers a false sense 
of  security as they navigate 
Wallmark’s creative aural mazes. 
The A minor key with many 
accidentals suggests the endless 
wandering of  the labyrinth, 
emulating Argentine author 
Jorge Luis Borges’ imaginative 
short mysterious stories. After 
an eight-measure introduction, 
the rhythmically relentless 
interplay between bass, cello and 
viola begins. Seconds join in m. 
32, shifting alliances between 
melody and accompaniment. 
Basses begin the B section, 
performing double stops in G 
minor. An interesting voicing of  
the melody between firsts and 
celli appears hypnotic against 
the metric seconds and violas. 
The ending imitates a whirling 
dervish gaining momentum, 
with even more syncopation 
turning listeners in circles. 
Intermediate high schoolers will 
enjoy this work’s technical and 
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harmonic challenges. Firsts need 
half  through fifth positions; 
fifth position work is brief  and 
supported by divisi. Celli play 
in fourth and fifth positions 
frequently; seconds and violas 
require second position. Basses 
twice shift to A on the D 
string. The narrow dynamic 
range challenges performers 
to distinguish between lines, 
yet the wash of  sound adds 
to the mystery. L.K.H.

LEANING ON THE EVERLAST-
ING ARMS (Gr. 2). Anthony 
J. Showalter, arr. Carl Strom-
men. Carl Fischer, 2013, $50.
This perfect arrangement serves 
beautifully for chamber or string 
orchestra or string quartet. 
Optional solos bookend the 
piece nicely. Slurred dotted-
eighth-sixteenth rhythms 
are prominent throughout. 
This is a great addition to 
a memorial performance, 
graduation, or wedding. J.A.S.

MARCH (Gr. 1.5). Georg 
Philipp Telemann, arr. 
Carl Strommen. Carl 
Fischer, 2013, $47.
Strommen’s great G-major 
arrangement of  one of  
Telemann’s marches includes 
rhythms appropriate for string 
players late in their first year. 
In 4/4, quarter and eighth 
notes alternate frequently, with 
occasional dotted-quarter-
eighth combinations. Cellos and 
basses play one low G-sharp, 
and seconds play a D-sharp on 
the D string. All parts include 
alternating piano and forte and 
accents. A great addition 
to your Baroque literature 
for first year players! G.P.

MUSIC FROM BRAVE 
(Gr. 3-4, pno, perc). arr. 
Robert Longfield. Hal 
Leonard, 2012, $55. 
This fantastic teaching piece 
is bound to be a hit with your 
students and their audience. 
It starts with a beautiful 3/4 
cello and violin solo, moves 
into a lilting, fiddle-like 6/8, 

and ends with a lush 3/4 
melody. The melody passes 
between violin, viola, and 
cello sections. Beginning in 
D, it moves to G, on to B-flat 
for eight measures, finally 
returning to G. The solo violin 
requires some third position; 
all other parts are playable 
in first and lie well under the 
fingers. Transitions between 
sections are well orchestrated 
and seamless. This wonderful 
piece reinforces lyrical playing, 
sound production, 6/8, and 
B-flat, plus much more. K.H.

ROCK BOTTOM BOOGIE 
(Gr. 2, perc, opt. pno), 
Robert Longfield, Hal 
Leonard, 2012, $40.
Often confused with ragtime 
and jazz, boogies are fast-paced, 
with relentless rhythms, built 
upon the blues chord structure, 
with an improvised treble line 
above a repetitive eight-measure 
bass. Longfield’s piece is an 
entertaining tune, perfect for 
introducing young strings to a 
style left frequently to bands. Its 
simple swing rhythms are in an 
accessible key and tempo. You 
might even open up sections 
of  the piece to soloists! True to 
the shuffle style, eighth notes 
are swung. The piece remains 
in lower positions throughout, 
with several accidentals, perfect 
for more advanced middle or 
high school strings wanting a 
light, easy-to-listen-to piece. I.K.

SAMURAI (Gr. 1, opt. 
pno). Keiko Yamada. Carl 
Fischer, 2013, $40.
Samurai is forceful and amazing 
from beginning to end. First year 
players will shine with this well-
written composition. Centered 
around E pentatonic, first violins 
are challenged with low second-
finger G-natural to fourth-finger 
B on the E string. All others 
play comfortably on A, D, and 
G strings with no accidentals 
or low second fingers. Sword-
thrust-like bowings emphasize 
the beginning theme; cello/
bass are paired against violin/
viola lines in an easy syncopated 

rhythm. A contrasting section 
is set apart by staccato and 
varying dynamics.Violas gain 
independence from seconds 
for eighteen measures, allowing 
spotlight experience. The fanfare 
beginning and ending make the 
piece rewarding and memorable. 
Our orchestra added timpani 
and gong to the dramatic 
Samurai experience. T.M.

SCHERZO from Symphony No. 
3, “Eroica” (Gr. 3+, opt. timp). 
Beethoven, arr. Jamin Hoff-
man, Hal Leonard, 2012, $55.
This is a great introduction 
to a quintessential Beethoven 
scherzo. In D major, one half-
step lower than the original 
E-flat, it includes a two-note 
timpani part that really helps 
capture Beethoven’s spirit. 
This is a bright 3/4 Allegro 
vivace, with four measures 
in 2/2 before the Coda. First 
violins shift to third position, 
celli and advanced bass to 
high E, regular bass to high D; 
seconds and violas stay in first. 
Bowings include détaché, legato, 
staccato, slurs, accents, and trills. 
Everyone gets the melody, plus 
other very exciting, interweaving 
parts. Hoffman’s writing, ideal 
for student orchestras, lets 
students perform one of  the 
great treasures of  the symphonic 
repertoire. My high school 
students really enjoyed playing 
this, and learning more about 
Beethoven and his style. N.C. 

SHORT CUTS (Gr.2, opt. pno, 
perc). Arr. Michael Story. Bel-
win, 2013, $50. Distributed 
by Alfred Music Publishing.
Story has assembled four 
short cuts of  popular songs 
that all students should 
recognize. Journey’s “Don’t 
Stop Believin” starts off, with 
rhythms conducive to young 
orchestras. In G, it includes 
some solo lines for two violins 
and viola. “Wipe Out” by the 
Surfaris is great for working on 
second finger, with a prevalent 
F-natural—F-sharp pattern 
in unison for all instruments. 
“Over the Rainbow,” in C, 

features a section where 
seconds cross strings in four 
note slurs. “Scooby Do, Where 
Are You?” by Mook/Raleigh, 
in G, is a bright rock tempo, 
with basses shifting to C on 
the G string. Cello and bass 
seldom have melody, but still 
have plenty to do. Fun for 
students, while offering great 
teaching opportunities! G.P.

TANGO MARIANA (Gr. 2, 
opt. pno). Joseph Compello. 
Carl Fischer, 2013, $50.
Encourage your orchestra and 
audience to dance! Students 
enjoy learning the thrilling 
melodies and driving rhythmic 
accompaniment. With varying 
articulations, well-placed rests, 
accents, bow lifts, slurs, ties, and 
hooked bowings, Tango Mariana 
offers many opportunities to 
develop students’ right-hand 
skills. In E minor, students play 
leading-tone D-sharps on both 
A and D strings. First, second, 
and viola parts are independent 
from each other; cello and bass 
are almost identical. It’s rare 
to find a piece that inspires 
your students to practice while 
you advance their technical 
abilities. Students will not 
stop playing this tango! D.P.

TWO MODAL EPISODES 
(Gr. 2, pno). John O’Reilly. 
Alfred, 2012, $45.
Each of  these cleverly-written 
pieces is in different modes. 
Both include combinations 
of  slurred and separate notes. 
The first, in E Aeolian, sounds 
similar to medieval music. The 
chant-like rhythm is a moderate 
4/4; pitches should pose no 
problems for second-year 
students. The second episode 
begins with a faster dance-like 
pizzicato section for all. Later, 
upper and lower strings answer 
one another in a combination 
of  one- and two-bar phrases. 
In G mixolydian, all parts have 
occasional F-naturals. Students 
will enjoy this composition! G.P.
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TURNING POINT (Gr. 
3). Robert Longfield. Hal 
Leonard, 2012, $50.
In D minor, Turning Point 
combines driving rhythmic 
impulse with lyrical melodies. 
The two main melodic and 
rhythmic motifs in the solemn 
introduction are first heard in 
first violins. These are repeated 
with variation and expansion 
throughout the piece, and are 
ideal for introducing the concept 
of  thematic development to 
young musicians. After the 
twelve-measure introduction, 
the piece progresses to a 
fast section characterized by 
driving rhythms, underscoring a 
hauntingly beautiful melody first 
heard in the violins. The central 
section, Andante espressivo, 
features a first violin solo, and 
section soli. The piece returns 
to Allegro, concluding with 
a coda. Dynamic levels from 
piano to fortissimo allow students 
to expand their range. The 
rhythmic patterns make the 
piece exciting and contemporary. 
Although shifts are not required, 
sophisticated and sufficiently 
technical elements hold more 
experienced students’ interests. 
This is a perfect vehicle to 
show your students’ abilities, 
appropriate for contest. I.K.

Full	orchestra
PRAIRIE LIGHT: THREE TEXAS 
WATERCOLORS OF GEOR-
GIA O’KEEFFE (Gr. 6). Dan 
Welcher. Theodore Presser 
distributor for Carl Fischer, 
2011, score $40, parts rental.
Prairie Light was commissioned 
by the Sherman (TX) Symphony 
Orchestra and premiered in 
1986; Presser has issued a 
new engraving of  the score. 
The fourteen-minute work 
is in three movements, each 
based on a specific O’Keeffe 
painting: Light Coming on the 
Plains, Canyon with Crows, and 
Starlight Night. The contrast 
of  impressionistic and prosaic 
images inspired Welcher to posit 
a fast central section between 
slower outer movements; he 
handles both styles with superb 

craftsmanship. Welcher’s 
impressionistic gestures include 
blurred rhythms, particularly 
prominent in passages where 
two or more contrasting 
beat units are superimposed. 
Ostinato and pedal tones create 
sonic environments rather 
than discrete musical events. 
Melody is accrued through 
combining motivic fragments, 
governed, as in painting, by 
elements of  color, intensity, 
and texture. While closely 
related, the soundscape of  the 
central movement relies on 
bolder, more concrete gestures: 
distinct points of  arrival, greater 
rhythmic consistency, and more 
forward propulsion. Though 
Welcher eschews traditional key 
signatures, the work is tonal 
throughout, including striking 
modulations to unrelated key 
areas (such as the juxtaposition 
of  E and B-flat in the first 
movement). The harmonic 
language is an intriguing dialect 
of  quintal structures strategically 
altered by a semitone to 
interpose a striking element of  
dissonance. The entire work 
reveals the assured hand of  a 
master orchestrator: timbral 
combinations are both novel 
and gratifying, and the full 
brunt of  orchestral forces is 
reserved for key structural 
points. Moreover, the score is 
replete with pithy technical and 
expressive descriptors, ensuring 
interpretive coherence within 
an expressive context that may 
be unfamiliar to some players. 
The technical and musical 
demands, soloistic nature of  
wind and percussion parts, and 
independence and strength 
demanded from each string 
section require a high degree 
of  experience and maturity, 
appropriate for accomplished 
university orchestras. The 
score would be a wonderful 
addition to the curriculum of  
an AP Theory or composition 
course, or a cross-disciplinary 
unit on impressionism, perhaps 
combining extracts of  the score 
with the Naxos recording. M.L.

String	or	full	orchestra
DUMB LOVE (Gr. 3, drum set). 
Bruno Mars, Philip Lawrence, 
Ari Levin, Carlos Battey, 
Steven Battey, & Clarence 
Quick, arr. Ralph Ford. Belwin, 
2013, $58. Distributed by 
Alfred Music Publishing.
This arrangement of  the 
popular hit is a good addition 
to any advanced middle or 
high school pops concert. The 
flexible arrangement contains 
full orchestra parts, but will 
also work with strings only, 
though drum set is required 
for any instrumentation. Wind 
parts are accessible, and often 
double the strings. Firsts and 
violas shift to third position, 
but other string parts lie easily 
in first position. The success 
of  Sean Kingston’s recording 
(fourteen weeks at number 
one on the Billboard charts) 
makes this recognized by both 
students and older generations, 
making the syncopated 
rhythms easy to teach. R.J.

Violin
HAVANAISE (vn, pno). Camille 
Saint-Saëns, ed. Christine 
Baur. Bärenreiter, 2012, $14.
This beautiful critical edition 
includes Baur’s informative 
introduction documenting 
the genesis and publication 
history of  the work, and the 
preparation of  the subsequent 
orchestral version due to 
special interest from Sarasate. 
A performance practice note 
suggests adhering to Saint-
Saëns’ precisely indicated 
tempo markings, particularly 
in the Allegretto sections, 
which he often complained 
were performed too slowly. 
He evidently desired a more 
flowing, light, bravura character 
for the piece, as exemplified in 
his recording with Willaume, 
where the tempos generally 
agree with those in the printed 
score. A critical commentary 
documents the sources for violin 
parts for both violin/piano 
and violin/orchestra versions. 
The ürtext violin part has no 

editorial bowings or fingerings. 
Page turns are conveniently 
arranged for performance 
with music, if  desired. G.H.

PRACTICAL VIOLIN METHOD, 
Book I, II, III, IV. C. H. Hohm-
ann, rev. W. F. Ambrosio. Carl 
Fischer, 1910/2012, $8.95, 
$9.95, $10.95, $11.50.
The Ambrosio revision of  the 
Hohmann series includes his 
own duets in addition to edited 
bowings and instructions. 
Book I concentrates on first 
position on all four strings, 
and is appropriate for the adult 
studious beginner, not as a class 
method. The first fifty-seven 
exercises are on the E string 
utilizing only F-natural, G, and 
A. Exercises on the A and D 
string use only C- and F-natural. 
The G string utilizes high second 
finger. Book II includes scales, 
etudes, and duets beginning 
with ten exercises in C major. 
It progresses through keys in 
three sharps, then three flats 
including relative minors. The 
duets in Book II are remarkably 
well composed. Many of  the 
duets are played in thirds 
or sixths. Books III and IV 
continue in the same manner—
scales, followed by etudes 
and duets. These encompass 
more technical demands of  
high school level students and 
progress through all sharp and 
flat keys. Book IV uses longer 
soloistic passages introducing 
second to seventh positions. 
I truly am glad I have this 
Hohmann method series again 
for my students. I introduce 
duet work early on in private 
lessons to promote centering 
of  pitch as well as rhythmic 
accuracy. Hohmann’s duets—as 
well as the new addition of  
Ambrosio’s—are endearing to 
learn from and listen to. T.M.
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PRÉLUDE no. 1 from España, 
op. 165; ASTURIAS Leyenda 
no. 5 from Suite Española, op. 
47 (vn). Isaac Albéniz, trans. 
Elina Kuperman. Billaudot, 
2011, $13.95. Distributed 
by Boosey & Hawkes.
These two pieces, originally 
for solo piano but often heard 
on guitar, are not for the faint 
of  heart. Challenging rhythms, 
spiccato, ricochet, harmonics, 
flying grace notes and grace-
note arpeggios, accidentals, 
left-hand pizzicato, triple 
stops, and extensive pizzicato 
passages must be navigated 
to make the music truly shine. 
Fingerings (and alternates) and 
bowings are included; most are 
sound. Some might argue that 
sections of  these pieces try 
to make the violin sound like 
a guitar instead of  embracing 
their differences. But the music 
is very beautiful and quite 
unique for violin repertoire. 
Advanced or professional 
players will surely enjoy having 
this in their repertoire. L.J.F. 

SUZUKI VIOLIN SCHOOL 
VOLUME 6, rev. ed. Al-
fred, 2012, vn with CD 
$19.95; pno $7.99. 
This newest edition was 
edited by the international 
violin committee, who chose 
to keep all repertoire of  the 
previous edition, but also to 
make changes. Selections are 
newly typeset and the volume 
measures an easier-to-read nine 
by twelve inches. It includes new 
preparatory exercises for the 
repertoire, providing students 
with short, concise excerpts to 
isolate and practice. Bowings 
and fingerings are clearly 
marked. Missing from the new 
edition is an introduction to 
seventh position, but included 
is a new section containing an 
explanation of  musical terms 
used and information about 
the composers. One of  the 
most valuable additions is 
the information for parents, 
students and teacher. Some 
of  Suzuki’s philosophy and 
methods are explained; especially 

important is his emphasis on the 
quality of  teaching by a trained, 
credentialed, and experienced 
teacher, encouraging teachers 
to continue their education and 
interact with other teachers, and 
reminding parents and students 
to commit to group activities. 
Two major pillars of  Suzuki’s 
teaching are emphasized: 1) the 
need to augment all his books 
with additional repertoire, 
and 2) the importance of  
playing in ensembles of  all 
sizes, from duets to orchestra. 
The recording is performed 
by Cleveland Orchestra 
concertmaster William Preucil 
with pianist Linda Perry; 
Preucil’s excellent renditions 
follow in the tradition of  earlier 
recordings with David Nadien 
and David Cerone. M.J.Z.

Viola
PURPLE RHAPSODY (va, 
pno). Joan Tower. Hal Leon-
ard, 2009, $29.99.
This one-movement concerto, 
jointly commissioned by several 
orchestras and violist Paul 
Neubauer, premiered with the 
Omaha Symphony in 2005. 
Tower writes that “the sound of  
the viola has always reminded 
[her] of  the color purple—a 
deep and luscious purple.” This 
is the second “purple piece” 
that she wrote for Neubauer, 
following “Wild Purple.” From 
a technical perspective, the 
difficulty is comparable to 
Walton, Bartok, or Hindemith 
trios. Musically, it requires 
maturity to convey its expressive 
content. The work does not rely 
on catchy melodic snippets, but 
is accessible to the listener. The 
overall arc of  the piece can be 
viewed as a gradually intensifying 
series of  contrasting segments—
sometimes more lyrical and 
then motoric. The contrast 
is reinforced through mixed 
meters and frequent tempo 
changes, precisely indicated in 
the score. The piece opens with 
a sustained motif  in the viola, 
which returns several times 
throughout the opening. The 
lyrical sections are interrupted 

by fierce sparks of  contrasting 
material, only to be followed 
by more lyrical sections. While 
this exchange continues to 
the end, there is clear gradual 
increase in intensity; even when 
the tempo decreases, there is 
no less intensity. The cadenza 
is written for viola and temple 
blocks and a piccolo wood block 
(the pianist is instructed to either 
obtain a set of  these instruments 
or to find acceptably equivalent 
sounds by knocking on the 
piano, perhaps wearing different 
rings). Following the cadenza 
fading into a ppp, the violist 
begins a fierce motoric section—
occasionally sul ponticello—
accentuated with short bursts 
from orchestra or piano. 
This becomes a rhythmically 
measured but gradually growing 
mass of  sound, ending with a 
powerful sting from the violist 
and accompaniment in unison. 
What an energizing and colorful 
addition to contemporary 
viola repertoire. K.B.

Double	bass
MASTERING THE BOW 
PART 1: Studies for Bass 
Based on the Violin Stud-
ies of Franz Wohlfahrt (db, 
pno). Gaelen McCormick.	
Carl Fischer, 2013, $14.99.
Instructors and serious students 
of  the double bass have a 
powerful new tool in their 
arsenal. McCormick’s artful 
adaptation of  Wohlfahrt’s 
violin studies for the double 
bass focuses on developing 
the two most fundamental 
bow strokes: détaché and 
martelé. The goal of  the text, 
as explained in Jeffery Turner’s 
foreword (Principal Bass, 
Pittsburgh Symphony), is that 
in “mastering these strokes, the 
student develops the control 
to create a world of  sounds 
and articulations using these 
basic ideas.” This book includes 
thirty-eight individual studies, 
each with clearly articulated 
and carefully considered goals. 
Tempo markings, fingerings, 
bow speed, and bow placement 
are meticulously labeled. These 

guidelines are extremely helpful 
to teachers and students alike. 
Those autodidactically-inclined 
will find the material rewarding 
either as a primer about bowing 
fundamentals or a set of  
challenges incorporating string 
crossings, slurring patterns, and 
articulations at varying parts of  
the bow. The left hand never 
ventures beyond fourth position, 
perfectly appropriate for a text 
focusing on developing control 
and expression in the right 
hand. The useful introduction 
and appendix include a glossary 
of  terms used throughout this 
volume, along with citations to 
the source of  those definitions. 
As McCormick points out, 
“Our vocabulary in the bass 
world is not up to par with 
our other string colleagues . . 
. We use words inconsistently 
as applied to technique and 
musical outcomes.” The careful 
use of  terminology paired 
with the clearly labeled scores 
in this excellent work is a 
welcome addition to double bass 
andragogy. This book will appeal 
to any serious student, especially 
advanced middle and high 
school and collegiate musicians 
eager to expand their sonic 
palate. Professionals will also 
find significant challenges and 
rewards. This is one of  those 
rare offerings that one can revisit 
numerous times and continue 
finding something new. M.E.B.

SONATE BWV 1013 origi-
nal pour flute à bec; Étude 
BWV 598 d’après le Pedal-
Exercitium, original pour 
orgue (db). J.S. Bach, ed. 
Richard Dubugnon. Billaudot, 
2013. $13.95. Distributed 
by Boosey & Hawkes 
Although Bach’s cello suites 
are now standard repertoire for 
bassists, his Flute Partita (here 
called a recorder sonata) is much 
less played, but no less worthy. 
The only previous edition is 
now out of  print. The Partita’s 
opening Allemande contains 
so many running sixteenths 
that it might have been for solo 
violin. The Courante is similarly 
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athletic. The moody Sarabande 
is particularly approachable; 
the final Bourrée anglaise is 
a lively conclusion to this 15’ 
suite. Dubignon’s adaptation 
of  this Partita is primarily a 
matter of  changing the clef  
from treble to tenor, adjusting 
accidentals from A minor to G 
minor, and making a handful 
of  decisions about questionable 
notes. Other editing—fingerings, 
bowings, added double stops—is 
extremely light. The edition 
has a few, but only a few, 
errors: a wrong note in the 
Allemande, a redundant meter 
in the Sarabande, misplaced 
repeats in the Bourrée. The 
Pedal-Exercitium, a solo for organ 
pedal more likely composed 
by C.P.E. Bach, has not been 
previously published for bass. 
Played at original pitch, is 
mostly rewritten in tenor clef. 
A few editorial decisions have 
been made without comment. 
The many fingerings here are 
practical and helpful. Dubugnon 
has added an effective ending 
to substitute for Bach’s original 
conclusion of  five, five-note 
chords, which David Yearsley 
argues meant “etc.” This music 
requires secure use of  the thumb 
below the octave harmonic; it 
also includes a lot of  alternating 
between a pedal point on one 
string and a moving line on a 
non-adjacent string. Although 
the Pedal Exercitium is not of  
the stature of  the Flute Partita, 
both are welcome additions 
to our options for teaching 
unaccompanied Baroque music 
to college-level and advanced 
high school bassists. A.K.

Chamber	music
A TIME FOR US (LOVE THEME 
FROM ROMEO AND JULIET) 
(str quartet). Nino Rota, arr. 
Robert Longfield. Hal Leonard, 
2011, score/parts $14.99.
This pleasing arrangement can 
be performed completely in 
first position by beginning/

intermediate players. More 
advanced players can add 
shifting for more consistent 
tone color and portamentos 
for a more romantic flavor. 
Some dotted rhythms have 
been notated as straight 
eighth notes. Viola has a 
short tremolo section. A nice 
addition to a young quartet’s 
“pops” repertoire. G.H.

Books	
MUSIC OUTSIDE THE LINES: 
Ideas for Composing in K-12 
Music Classrooms. Maud 
Hickey. Oxford University 
Press, 2012, $29.95.
“If  you want children to read 
better, we should have them 
write stories; if  we want children 
to become poets, we should ask 
them to write poetry. Similarly, 
if  we want our students to be 
fulfilled and creative musicians, 
then they must be given many 
chances to compose—without 
the rules of  ‘[musical] grammar’ 
impeding their way.” Hickey’s 
book serves as a manual for 
K-12 teachers, proposing a 
five-stage curricular model 
for integrating composition 
and improvisation into the 
curriculum and providing 
practical strategies and examples. 
Hickey acknowledges some 
challenges in addressing 
composition and improvisation 
in the classroom, such as 
teachers’ discomfort with how 
to approach them, as well as 
issues of  assessment, technology 
and notation. She argues that 
composition and improvisation 
should be embedded into 
the undergraduate music 
education experience, with 
the understanding that the 
purpose of  composition varies 
depending on the students: 
beginners focus on the process; 
intermediate students the focus 
is on intent, and seasoned 
composers strive to achieve 
“socially recognized music 
compositions.” She suggests 

many options, such as open and 
closed assignments, group vs. 
individual assignments, students 
constructing their own symbolic 
notation, and exploration of  
compositional prompts. Hickey 
also suggests examining musical 
form in literature or other areas, 
where elements such as a good 
beginning, middle and ending 
might be easier to understand, 
then transferring those concepts 
to music. The author suggests 
that apprehension about having 
students approach composing 
with little technical background 
is unfounded, arguing that such 
knowledge is not necessary if  
students are given appropriate 
parameters within which to 
explore. In an ideal world 
Hickey sees creativity, not as 
peripheral, but as a core of  
music education. Free play—
infused with artistry—can help 
in that process. Hickey’s book 
provides much-needed guidance 
and terrific practical hands-on 
strategies toward that end. K.B.

VIOLIN NOTES—A Playing 
Journal with Tips & Tricks to 
Keep the Violin Fun. Elea-
nor Hamilton. Sweet Line 
Press, 2012, $17.95. Dis-
tributed by SHAR Music.
This is a delightful, interactive 
52-week journal for violin 
students. Written and illustrated 
by a 12-year-old violinist, 
this notebook is a perfect 
accompaniment to students’ 
weekly lessons. The book 
contains 52 chapters – one for 
each week of  the year. Each 
includes a playing calendar 
and notes on one side of  the 
page and a fun violin game 
or activity on the other. The 
playing calendar has places for 
the date and a couple of  lines 
for the student to keep daily 
practice notes, with a larger 
space for other notes next to the 
calendar—perfect for teacher or 
parent to write weekly practice 
items at the student’s lesson. 
The chapters are adorned with 

clever titles such as “Name Your 
Violin,” “Change the Venue,” 
and “Am I Bugging You? Huh? 
Huh?” (Sit with your violin 
in the living room while your 
family is watching a movie or 
hanging out. Pluck, bow, strum, 
and finger for as long as it takes 
for them to: A. Kick you out of  
the room. B. Stop what they’re 
doing and listen C. Continue 
to ignore you until it’s time for 
bed D. Join you with their own 
instruments!) Each title refers to 
an enjoyable activity for students 
to try to liven up practice. Every 
student I’ve shared this book 
with has been excited to get 
started! Parents were enthusiastic 
and motivated as well. It truly 
is a wonderful teaching aid, and 
it was no surprise when many 
“named violins” came back to 
my studio the following week! 
From chapter #2: “‘When 
it starts getting tough, make 
faces!’ - Itzhak Perlman.” A.R.

Submission of  
Products for Review

To submit products for 
review, you must be a String 
Industry Council member in 
good standing. This is one of  
the many benefits of  council 
membership. The types of  
items that can be reviewed are 
books, music, and software. 
We no longer review DVDs.
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Mark Elliot Bergman (M.B.) is a double bassist, composer, author in Northern Virginia. He serves on the faculty of George Mason University and is 
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tice Personalities. He is a member of the Cumberland University music faculty in Lebanon, Tennnessee.
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merly a member of the Civic Orchestra of Chicago and has a master of music degree in harp performance from Northwestern University.
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Andrew Kohn (A.K.) teaches string bass and music theory at West Virginia University and is a member of the Pittsburgh Ballet Theatre and Opera 
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Ingrid Kovacs (I.K.) currently teaches orchestra at Durango High School in metropolitan Las Vegas. She is active in ASTA, NAfME, and ISME and 
recently completed a doctorate in music education at Boston University.

Mark Laycock (M.L.) is an associate professor of music at Wichita State University, where he holds the Ann Walenta Faculty 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 Interna-
tional Band and Orchestra Clinic. 

Tammy Mason (T.M.) is a string specialist for Tempe School District #3. She earned her M.M. in instrumental music education 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, Virgina. 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 sym-
phonies in the Washington, D.C. area.

David Pope (D.P.) serves as director of orchestras at Manatee High School (FL), conductor 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 Tal-
lahassee Youth Orchestras. He earned music education degrees from Florida State University and the University of South Carolina.

Amy Rosen (A.R.) has been a string orchestra director in the Mamaroneck (NY) Public Schools for 34 years. In addition, she is the director of the 
Hudson River School of Music—a Suzuki-based after-school music program. She is a certified SAA teacher trainer and received her Suzuki teach-
ing certificate from the School For Strings (NYC). Rosen received a B.A. from Carnegie-Mellon University and an M.Mus. in performance from 
Manhattan School of Music.

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 director (grades 4-12) in Berkeley County, West Virginia. 

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 orchestra under the Columbus Symphony Youth Orchestras. 

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

Matthew Wright (M.W.) is teaches high school orchestra and guitar in Mesa, Arizona. He also teaches music in the International Baccalaureate 
program.

MJ Sunny Zank (M.J.Z.), professor of music, joined the Ohio Northern University faculty in 1993. Her teaching specialties are music theory/composi-
tion, music history and ethnomusicology and violin/viola and string ensemble.
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YOUR AD COULD HAVE 
BEEN HERE!

... and reached more than 9,000 ASTA members

... and their students

... and thousands more in schools and libraries

AST readers are looking for products and services 
related to string teaching and playing. Will they see 
YOUR message—or just your competitors?

Contact David Lusterman at 510-215-0011 or 
david@stringletter.com to discuss advertising in 
August issue of American String Teacher!
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Teaching Tips by Katarzyna Bugaj

Preparing to Purchase: Pointers to Ensure a 
Positive Experience

“How much should a violin cost?” That 
is a question asked by many parents and 
administrators. It is a question that John 
Rihani of Encore Orchestral Strings [shop] 
in Indianapolis often asks students when 
speaking to groups of aspiring string 
players. And the kids usually throw out 
numbers at him. He prods, “Should its 
price be $49.95? Or $1,000,000? Or 
$100,000 or $1,000?” This leads the 
students to a conclusion that there is a 
huge range of what a violin might possibly 
be worth. And maybe you can’t answer the 
question of how much it should cost. In 
that case, maybe a better way of looking 
at the problem is, “What should a violin 
NOT cost?” 
 Here, Rihani challenges the students 
with a little bit of math. “Let’s start 
looking at the parts of the violin: a 
decent set of pegs is about $15, an ebony 
fingerboard is $25, a French or German 
bridge is $20, a genuine Wittner tailpiece 
(the one with the must-have-in-a-school-
program built-it fine tuners) goes for 
about $25, a non-toxic, unpainted wood 
or plastic chinrest is $10, and a set of 
Dominant strings is about $50. Let’s add 
that up.” Someone usually volunteers that 
all of that adds up to $145. 
 “Good!” Rihani says. “Now, what are 
we missing…?” 
 “The violin!”
 “Yes! So without the violin itself, or 
the bow, or the craftsmanship that goes 
into making the violin we are already 
at $145. So… should a new violin cost 
$99?” Rihani is quick to point out 
that it is possible to find a decent, used 
instrument for a low price at a yard sale or 
from a dealer, but you can be sure that a 
brand new $99 instrument is not a good 
instrument. What also is important to 
remember is that instruments change over 

time. Instruments made of wood that have 
had years to dry will be more stable over 
time. In some cases, instruments are stored 
white (violin-shaped but unfinished and 
unvarnished) for up to five years. Cheap 
instruments made out of fresh wood might 
sound OK at the beginning but they 
often will deteriorate. And spray-painted 
instruments might be in the case just 
hours after they are painted. 

Buying instruments for a school 
program: I’ll take 42!
When acquiring instruments for a new 
string program, the hardest part is not 
where to get instruments—because 
there are many good sources all over the 
country—but how many and of what 
size. The catch-22 is often that school 
districts will provide X dollars or ask you 
to submit a proposal for a precise number 
instruments to equip a nonexistent string 
program. However, because the program 
doesn’t yet exist, you will have no way 
of knowing who will be in the ensemble 
and therefore what size of instruments 
to buy. Rihani mentions that he has seen 
several instances where new programs 
come with a “wall of shame,” containing 
large quantities of brand new instruments 
that will never be played; for example, 
an elementary school program with 15 
brand new full-size violins. They will never 
be played because they are too big for 
elementary school students, but it is nearly 
impossible to return them or sell them, 
especially since they are now the property 
of the school. 
 What can be tremendously 
helpful is having a trusted local source 
for instruments, which—Rihani 
acknowledges—can be difficult in some 
remote places. The importance of trust 
between you and your dealer is impossible 

to over-emphasize. Working with a 
dealer or a luthier who can deliver the 
instruments directly to you, make sure that 
they are set up properly and maintained 
in peak condition is extremely valuable. 
Often, instruments arrive in boxes, 
partially set up, requiring specialized skills 
not possessed by most teachers. A local 
dealer or luthier also will help you swap 
out those ill-sized 1/8th violins that got 
ordered for your middle school program.
 
Specificity is key
Buying string instruments is complicated 
for a few other reasons beyond sizing. 
Because purchasing instruments for a 
school or district usually follows the 
same standard procedures as purchasing 
any other supplies, the process usually 
will require soliciting bids from several 
potential vendors and then choosing one 
strictly on the basis of price. The problem 
with this is that unlike the milk for the 
student lunches—which is a commodity—
or the new brand X library chairs—which 
come with the same product number 
regardless of who ultimately sells them to 
the school corporation—no two violins 
are exactly alike. A “concert model” of 
a certain brand from one dealer and 
a “concert model,” even of the same 
brand but from a different dealer, can be 
completely different instruments. “Concert 
model” also can mean different things in 
different shops. As Rihani demonstrated 
in his conversation with the students, each 
violin component comes with its own 
price tag, and the same concert model of 
violin can be finished with completely 
different components, resulting in varied 
prices for what, at first glance, appears to 
be the same instrument. But is not. It is 
much like two chicken sandwiches, made 
with the same chicken but different kinds 
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of bread, fresh or wilted lettuce, juicy 
or mealy tomatoes, and either cheese or 
synthetic cheese food product of some 
variety. The menu simply says “chicken 
sandwich,” but you could be getting very 
different meals. So what options do we 
have as consumers to ensure that the 
product we receive is the product we were 
hoping to get? Specificity is key. You need 
to know exactly what you want to buy and 
exactly how bidding occurs.
 Each school corporation has its own 
bidding procedures and it is important 
to learn what those are and how it works. 
In some cases, it might be a three-bid, 
lowest bidder system. A school corporation 
might have an approved bidder list, so you 
should know your options and boundaries. 
When soliciting bids for chairs, the school 
corporation simply needs to list the 
model number of the desired product and 
wait for the bids to roll in, assured that 
chair X is going to be chair X regardless 
of the vendor providing it. In the string 
world, since “concert model” is about as 
descriptive as “violin,” it is necessary to 
provide as detailed of a request as possible. 
Rihani recommends using specificity as 
a tool to get what you need, including 
minimum quality requirements: “specify 
it to death in order to weed things out!” 
This specificity should include things 
like “genuine Wittner tailpiece ‘Made in 
Germany.’” Yes, you do need to specify 
where it is made because if it doesn’t 
say that it is “Made in Germany,” it 
probably is not. Perhaps, at some point 
in the future, it might not be an issue, 
but right now, Rihani says, some of the 
newer sources of instruments have not 
mastered metallurgy to the same level 
as the original suppliers (Germany). 
Other specific elements to request might 
include European tonewood, genuine 
ebony fittings and fingerboards, specific 
types of strings, and even the supplier’s 
ability to set up and regularly service 
the instruments, which will save you 
from finding a big box of 45 partially-
finished violins arriving at your doorstep 
directly from a wholesaler halfway across 
the country. The exact specifications are 
something that a trusted luthier or dealer 
who specializes in string instruments 
should be able to help with. In a bidding 

situation, if you get specific enough, the 
dealers who don’t have the expertise to 
know what they are providing you will 
naturally get weeded out. Rihani points 
out that the Internet has commoditized 
many products (which may not necessarily 
be a bad thing). But in dealing with string 
instruments, one violin is not like another 
and so they cannot be commoditized. 
“A three-bid, lowest bidder system 
does not foster that. It works great for 
chairs. Working with string instruments 
necessitates you to work with a specialist 
who is flexible and knowledgeable and 
who will help you navigate this very fluid 
process.” 

The infamous “purple violin”
For many string educators, the “purple 
violin” has become a derogatory term 
for subpar instruments that often well-
intentioned family members purchase 
(usually online) for their violin-playing 
youngsters. Some of those instruments 
actually do come in a rainbow of colors, 
and many educators have opinions 
whether those instruments motivate 
students or visually detract from the 
ensemble. However, the issue at hand is 
not so much the color but the quality of 
what is underneath the color (although 
the color is often a reliable indicator of 
the quality of the instrument as it literally 
glosses over a host of problems). 
 Luthier Stephen Schock, and 
owner of Stephen A. Schock Violins 
In Bloomington, Ind., always reminds 
parents that “a beginner or a child needs a 
better instrument because you want them 
to be encouraged, and a bad instrument 
gives you no encouragement. You are 
told to achieve certain things but the 
instrument won’t let you do that. For 
younger students, the instrument should 
be better than they are so when they get a 
certain technique down, it rewards them.” 
A bad violin only makes teaching and 
learning inefficient. After all, you’re paying 
hard-earned money for the lessons; you 
want results.
 As for the painted violins “I refuse 
to work on [them] because it’s pointless,” 
Schock says. “I used to worry about 
people’s feelings when I started… but then 
I got over it. This is no more a real violin 

than a Tonka toy truck is a real truck.” 
Both Rihani and Schock recalled stories of 
well-meaning repairs of “Internet special” 
violins. In the end, despite $200 worth of 
labor for reaming out the peg box, redoing 
the pegs, replaning the fingerboard and 
carving a new bridge, the $50 violin is still 
a $50 violin and will always sound very 
“unviolin-like,” Rihani says. Schock added 
that “quality components actually have 
value” and that value is part of a price. 
 Like Rihani, Schock also underscores 
the importance of working with a 
reputable string dealer or shop that has a 
dedicated string specialist (not of a store 
that sells drums, keyboards or horns) 
and of including the teacher or another 
string expert in the process. Because, 
unlike toasters, string instruments are all 
different. You need to be able to examine 
it personally before buying anything, and 
be able to hand it back if you decide this is 
not the instrument for you. And because 
most parents and students have no idea 
what to look for and how to evaluate the 
quality of an instrument, it is important 
to include the private teacher, a string 
expert, or a trusted and reputable dealer in 
the process. A local violin/string shop will 
want to provide the best possible service to 
maintain its strong reputation. Conversely, 
the presence of a quality string shop in a 
community assures there will be someone 
to not only sell and rent instruments but 
also to maintain and trade them in as 
students grow, and save the day when the 
unexpected happens.

Katarzyna (Kasia) Bugaj 
is an assistant professor 
of string music education 
at Florida State 
University (FSU). She has 
degrees from Indiana 
University Jacobs School 
of Music, Western 
Michigan University, the 

Peabody Conservatory and is a graduate of 
the Interlochen Arts Academy. Prior to her 
appointment at FSU, Bugaj was the director of 
the Attica Violin Project, a curricular elemen-
tary school violin program in Attica, Indiana. 
She was also the assistant director of the 
Fairview and Highland Park string programs, 
and taught violin and viola on the faculty of 
the Indiana University String Academy.
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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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