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Mission Statement
The American String Teachers Association
promotes excellence in string and orchestra
teaching and playing. ASTA pursues its mission through:
• an open sharing of ideas;
• beneÀts, services, and activities responsive
to the needs of all members;
• development of strong state leadership
and chapters;
• enhancing the image and visibility of string
teaching and study;
• advocacy for string education; and
• an inclusive community of string teachers
and players.
American String Teacher (ISSN: 0003-1313)
is published quarterly by the American String
Teachers Association (ASTA). American String
Teacher (AST) is available exclusively to
ASTA members; the annual subscription price
is included in membership dues ($96). Known
ofÀce of publication is: American String
Teachers Association, 4153 Chain Bridge Rd.,
Fairfax, VA 22030. Periodicals postage paid
at Fairfax, Virginia 22030 and additional
mailing ofÀces.
POLICY: As the primary means of professional communication of ASTA, the American
String Teacher represents and reÁects
the mission of the association. It is not the
intention of AST to promote or endorse any
particular person or commercial product. The
ideas and opinions expressed are those of
the writers and not necessarily those of ASTA
or AST. ASTA reserves the right to refuse
advertising for any reason. No article or
editorial matter in AST may be photocopied
or reprinted without written permission from
ASTA. Visit www.copyright.com for more
information.
POSTMASTER: Send address changes to
American String Teacher Journal, 4153 Chain
Bridge Rd., Fairfax, VA 22030. © 2008 by
American String Teachers Association.
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ASTA Dates and
Deadlines

A S TA

Deadlines
Special Projects Grants
applications postmarked by
June 1, 2008

Potter’s Violin Instrument Awards
applications postmarked by
October 1, 2008

Solo Competition
competitions completed by
November 1, 2008
State solo competition chairs
results into the National OfÀce by
November 15, 2008

Alt Styles Competition
applications by
October 1, 2008

Research proposals for juried
poster session at ASTA’s 2009
National Conference in Atlanta
October 3, 2008

Save The Dates!
2009 ASTA National Conference
March 19-21, 2009
Atlanta, GA
* Exhibits
* National Orchestra Festival
* National Solo Competition

2010 ASTA National Conference
February 17-20, 2010
Santa Clara, CA
* Exhibits
* National Orchestra Festival
* National High School Honors
Orchestra
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Inspirations

by Donna Sizemore Hale

Advocacy in the Spotlight;

Keeping Music and Art Center Stage
As many of you know, during the past year ASTA has placed an increased
emphasis on advocacy – especially at the grassroots level. We have developed an online PowerPoint that can be customized for your local needs. We
also recently completed our ﬁrst ever advocacy video which you can view at
the ASTA website or acquire for free at the national oﬃce. As those of you
who attended the conference in New Mexico know, we have also oﬀered
several sessions on grassroots advocacy at the national conference. Finally,
thanks to NAMM, we have launched “Discovering Strings and Orchestra,”
which introduces young children to strings at an early age to encourage
them to join the school orchestra or pursue private lessons.
Many of you have asked me about ASTA’s eﬀorts at the national
level. Rest assured, we are working tirelessly to promote strings on the national level both with the media and policy makers on Capitol Hill. Our
proximity to Capitol Hill lends itself to personalizing our eﬀorts from
face-to-face meetings to attending conferences in D.C.
Just last month, ASTA was one of a handful of music associations to cosponsor “Arts Advocacy Day,” an annual two-day event on Capitol Hill which
highlights the importance of music and art on a national level. As a national
co-sponsor we were able to include a letter to Congress on the importance of
music education. We attended the Congressional Arts breakfast and pertinent
sessions that focused on important issues now before Congress.
As a member of Americans for the Arts, we work with numerous associations like the League of American Orchestras and MENC to promote
funding for the arts. This year the emphasis is on gaining approval for
$176 million in funding for the National Endowment for the Arts and $53
million to support the Arts in Education program at the U.S. Department
of Education. Of course, we are also collaborating with our education and
music associations to ensure that when No Child Left Behind is ﬁnally
reauthorized, changes are made that are favorable to music and arts education. ASTA is a national signatory on “Arts Education: Creating Student
Success in School, Work and Life.” A summary of recommendations
included in this document can be found at the ASTA website.
We also continue working with other associations like NAMM
and MENC to promote music education. In April, we exhibited at
the MENC conference in Milwaukee. This month I will be attending a
special Town Hall meeting in the D.C. area hosted by NAMM where
business leaders in the industry will share their perspectives with NAMM
leaders. NAMM is to be commended for the continuing role it plays in
promoting music education. They provided funding for the Ad Council
campaign that many of you have seen on television: “Art: Ask for More.”
In June we will be exhibiting at the National Performing Arts Convention which will continue to strengthen our partnerships with associations
like League of American Orchestras. And in September, the Washington
Mystics have again invited a group of local orchestra students to play
“The National Anthem” at one of their games.
Advocacy at the national level remains a critical component of our
work. We ask for your continued support as we work to keep music and
art center stage so that national policy truly reﬂects what we all already
know. Art and music are as important as math and science. Our children
deserve the chance to experience a well-rounded education.
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from the president
Making a Difference Helps You and
the String Profession
It’s hard to believe that two years have gone by so quickly but now it is time to move on and pass the “scroll” to
president-elect Jeﬀrey Solow. It has been my pleasure and honor to meet and work with so many of you that share the
same passion for teaching and performing. As I ﬁnish my term, I want to review some of our accomplishments.
Activities
Now that we have ﬁve conferences behind us, we are getting a better handle on site operations, scheduling,
and running our concurrent events: the National Orchestra Festival (NOF), the National High School Honors
Orchestra (NHSHO), the National Solo Competition, and the Alternative Styles Awards. I have been lucky to
have such fantastic chairs and committees as well as the equally wonderful group of staﬀ associates that run these
events. The Detroit and Albuquerque conferences were very successful and attendance has continued to rise. The
competition at the NOF was intense this year, and the NHSHO performance was moving. Now on to Atlanta
and I understand there were more than 300 proposals submitted. So it looks like we will keep growing!
At the last board meeting, committees were established to study both the NHSHO and the Solo Competition.
It is imperative that these events become cost eﬀective. The NHSHO committee did meet in Albuquerque and
the orchestra will now include one student from each state as long as the student does not lower the quality of the
group. Eﬀorts for 2010 will be made to get more wind and percussion applicants by going through the League
of American Orchestras youth orchestras, as well as various instrument societies. The NHSHO will stay with the
conference. Check back for updates on the Solo Competition to take eﬀect with the 2011 competition.
One new and successful event in Albuquerque was the collegiate afternoon where the Collegiate Roundtable
and the Research Committee joined forces to present several sessions and our ﬁrst juried poster session. By all
accounts, the afternoon was a hit.
Advocacy and Advancing Strings in America
In 2004, the membership adopted “Advancing Strings in America” and work began toward meeting the goals
of that summit. We had to get some advocacy tools in place to make string programs more visible in order to
make these goals possible. At the Detroit conference, video footage was ﬁlmed and “Advocating for Strings” was
produced. Now available to members at no cost, the DVD can be used for school boards, community leaders
and others in a position to lobby for new string programs or save endangered ones.
We joined forces with many arts organizations to voice concern over the No Child Left Behind (NCLB) act
and its negative impact on arts education. Members were encouraged to use our Capwiz software to express their
opinions to members of Congress. As of press time, Congress has not addressed NCLB and its reauthorization.
Advocacy materials geared toward saving programs were developed in the form of a downloadable PowerPoint
presentation called “Save our Strings” as well as talking points and letters. We have worked with several school
districts this spring to help them keep their programs. We have so far, met with success but we can’t help you if you
do not contact us!
Our last two conferences have included sessions on advocacy, and we have been fortunate to have Dr.
John Benham with us. In Albuquerque, Benham presented two sessions and a three-hour session geared toward
parents and other music educators from the immediate Albuquerque area. He was also available in the NAMM
booth for individual consultation. As a result of his work in Albuquerque, two programs were saved.
Last May, we received a NAMM grant for Discovering Strings and Orchestras (DSAO). The program,
geared to community youth groups, introduces the string family and encourages children to start string study.
DSAO is especially appropriate for communities without string programs as it can be used as a tool to lobby
school boards and administrators to initiate new programs,
New Programs, Initiatives, and Collaborations
The Certiﬁcate Program for Strings (CPS) was adopted as a national program, and it is rewarding to see so many
states starting to set up exams. The program is fully available online at www.astaweb.com Examiner training will
be available for the ﬁrst time at the Atlanta conference.
The String Teacher Enrichment Program (STEP) debuted at the Albuquerque conference to give string
educators more professional development opportunities. The program can be completed by attending two
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conferences within a four year span
and comes with optional college credit.
Participants attend classroom pedagogy,
rehearsal technique, and secondary
instrument pedagogy sessions as well
as performances. Once completed, the
teacher is sent a certiﬁcate and the school
administrator is notiﬁed.
We are pleased to be working
with MENC, the League of American
Orchestras, NAMM, and the Suzuki
Association. We will be attending the
National Performing Arts Convention in
June where we will be able to participate
in a 21st Century Town Hall Meeting
to discuss the future of the arts. We will
be given opportunities to provide input
on and vote on an action agenda for
performing arts. The League of American
Orchestras is one of the organizers of
this conference. They have a statement
Orchestras Support In-School Music
Education that 162 of their member
orchestras have signed. This is just one way
that we can work together.
In January, the Board approved a
motion to establish a committee to write a
K-12 ASTA national string and orchestra
curriculum. The committee, chaired by
Stephen Benham, met in Albuquerque to
begin planning. An additional advisory
board will soon be selected to help guide
the committee in this important task. The
goal is to have a progress report ready for
review at the Atlanta conference. This
comprehensive document should have
great potential to help string programs in
this country.
Thank You
There are so many of you to thank! ASTA
is now a vibrant association and this is due
to state presidents and their boards, the
National Executive Board and the work of
the terriﬁc national oﬃce associates so ably
led by Executive Director, Donna Hale. I
must thank Robert Gillespie for eight years
of dedication to ASTA as well as Denese
Odegaard, outgoing secretary, and Barbara
Eads, outgoing publications chair. Thank
you for your willingness to serve our noble
profession. And to Jeﬀrey Solow, I wish
you only the best!

“The Teaching of

in String Playing”

P a u l R o l l a n d ’s l e g e n d a r y f i l m s e r i e s
video set $295 (USA/VHS postpaid) PAL/overseas add S&H
A monumental series of timeless value!!!
Every string teacher should own a set.
The series of 21 topics by one of the pre-eminent string pedagogues of
our time effectively demonstrates all phases of string playing
essential to establishing good playing form. It is a wonderful teaching
tool for classroom, private studio, & individual student use. Endorsed by
Yehudi Menuhin, Eduard Melkus, Marvin Rabin, Max Rostal and others.
Paul Rolland (1911-1978)
is a leader in string education.
His innovative string teaching
method is acclaimed
worldwide for its effectiveness.

Send PO a/o check or money order payable to:
Rolland String Research Associates
1616 West Mountain View, Mesa, AZ 85201
(480) 969-9744; e-mail: peterrolland@cox.net
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Association News
National Board Election
Results
AST is pleased to announce the results of the recent elections for
the 2008-2010 ASTA National Board.

President-Elect
Kirk D. Moss

Secretary
Judy Bossuat

Member-at-Large
Mark Wood
Congratulations to ASTA’s newest oﬃcers, whose term of service
runs May 15, 2008 through May 14, 2010.

Call for Papers
The American String Teachers Association will sponsor a juried research poster session at its national conference in Atlanta,
Georgia on Friday, March 20, 2009. Studies being conducted
by undergraduate students, graduate students, university faculty,
and practicing teachers in public or private schools are currently
being accepted. This poster session is open to papers involving
any aspect of string playing and teaching including those that are
philosophical, theoretical, or historical in nature, as well as reports
that are qualitative or quantitative in design.
Deadline for submissions is October 3, 2008.
Submission Procedures:
All submissions must meet the Code of Ethics published in the
Journal of Research in Music Education and should not have been
published prior to the conference. Papers presented at other conferences will be considered for poster presentation if the audience
was substantially diﬀerent (e.g., a state meeting or a university
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symposium). A statement specifying particulars of presentation
must be included with the submission. You must be a member
of ASTA at time of submission and presentation. If accepted, the
primary or a listed co-researcher must register for and attend the
conference to present the poster. Presenters will be expected to
bring 40 copies of their abstract and ﬁve copies of the completed
report to the session.
Only online submissions will be considered. You can access
the online proposal form at: http://www.astaweb.com. Click on
“conferences,” then follow the link to submit your paper.
Or you may access it from the ASTA website at www.astaweb.com
Please email Deanna at deanna@astaweb.com if you have
any questions. You will be notiﬁed of your acceptance status
electronically on or before November 2, 2008 as to whether or not
your paper has been accepted.
Information about the 2009 ASTA National Conference and
membership can be found at www.astaweb.com.

ASTA’s Buzzin’ About Its
Newest Book Honey Bee’s Song
Honey Bee’s Song, written by Cynthia Swiss
and colorfully illustrated by Judy Leyshon, is
a children’s story about a little girl named
Karen who busily practices her violin in a
lovely garden ﬁlled with lavender bushes,
butterﬂies, and bees. Of course, one of the
bees is special and becomes her friend. She
composes a piece of music for all of her new
bee “friends” called “Honey Bee’s Song.”
Read how music in the garden was a perfect expression of joy and
friendship for Karen and the bees. According to Swiss, “I want
this book to be an inspiration to all young musicians.” Order
online at astaweb.com for just $10.

Apply Now for a Special
Project Grant
ASTA Special Project Grants are designed to provide ﬁnancial assistance to projects planned at the state level. Funding is available
for new projects that will advance the ASTA mission and increase
the strength, visibility, and activities of your state chapter. Only
one project per state will be funded.
Grants of up to $850 are awarded to ﬁnance projects or
events that are new to a state and scheduled to take place between
July 1, 2008 and June 30, 2009. Guidelines for applying for a
Special Project Grant include:
1. Submission of a completed application form by the state unit
seeking funding to include:
• The budget for the program (expenses and income)
• A project description (with dates, timetable, and
projected audience)
• A description of how the program will beneﬁt the ASTA

membership in the state and carry out ASTA’s mission.
2. Submission of a standardized state treasurer’s report showing
how much money is available to fund new projects. The state
unit must commit some funding for the project.
The postmark deadline is June 1, 2008. Guidelines, application form, and a listing of past projects are available at www.
astaweb.com in the Community Initiatives section.

ASTA Oﬀers New
Membership Rate for
Students
The national ASTA Board of Directors passed a motion to lower
student dues. Eﬀective July 1, 2008, the new student rate will be
$30 per student which is a substantial reduction from the current
$44 rate. At this new rate, student membership will not include
a hard copy of AST. However, students will be able to access an
online version of the journal behind the Members Only area of
our website at www.astaweb.com. All members will be able to
access this online version of AST but this dues reduction is only
available to our student members. We hope that this change will
help increase the student population of ASTA!

Membership Dues to
Reﬂect Annual Rate of
Inﬂation
The national ASTA Board of Directors passed a motion in 2006
to raise membership dues annually by at least the rate of inﬂation
in order to remain ﬁnancially sound. In accordance, as July 1
begins our new ﬁscal year, the rates will increase to the following
amounts, which reﬂect the 2.8% rate of inﬂation.
Professional: $99
Senior: $70
Dual: $138
High School Chapter: $66
Library Subscription: $82
Agency Subscription: $74
Institutional: $301
String Industry Council: $176, $246, $339

New Chapter Rebate
Structure
Earlier this year, the national ASTA Board of Directors passed a
motion to increase the rebate to a percentage basis. Starting July
1, 20 percent of individual membership dues will go directly to
your state chapter. This will ensure that as dues increase due to
inﬂation each year, the state chapter’s portion grows as well.

State Chapter Award
Winners
The State Chapter awards were presented at the leadership and
business meeting during the ASTA national conference.
The winners are:
• Best Newsletter, Virginia Chapter
• Best Website, Tennessee Chapter
• Membership Recruitment, New Mexico Chapter
• Most Improved Chapter, Connecticut
• Most Outstanding Chapter, Illinois
• State Chapter Leader, Andrea Meyers, Colorado

Joanne May accepts the Most Outstanding Chapter Award
for the Illinois chapter.

Andrea Meyers accepts the State Chapter Leader Award for
her work in the Colorado chapter.
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ASTA Welcomes New Members
The following list reﬂects individuals and organizations who joined the association between January 1 and March 30, 2008.
Welcome to ASTA!
Individual
Members
Jeff Aaron
Eric Adamshick
Jocelyn Adelman
Elizabeth T. Allyn
Beth Almore
Kevin Ames
Christopher Ammirati
Matthew Aoyama
Rebecca Appert
Jose Mario Arango
Mike Arbucci
Jennifer Arnold
Tristan Arnold
Russell Ash
Mark Ashby
Christopher Bade
Michael Baier
Allison Kirsten Bailey
Wesley Baldwin
David C. Ballam
Carol Barach
Raul A. Barreto-Perez
Jose L. Barrientos
Patty Bartholomew
Dustin Bartley
Susan Diane Barton
Andrew Bast
Rebecca Baumbach
Daniel Beder
Brian Beiser
Elizabeth Troyer Bender
John L Benham
Alex Christopher Benoit
Maria F. Benotti
Cecilia R Berger
Matthew Bernard
H. Christian Bernhard II
Jesse Berns-Zieve
Bridgid Bibbens
Veneta Billmayer
Bill Bixler
Mary May Bland
Judy Ann Blomgren
James Blumer
Thomas Boal
David C. Boone
Lauren Brink
Davis H Brooks
Maria Brotherston
Joan M. Brown
Nathaniel Brown
Nicole Brown
Melody Brubaker
Stephanie Burcham
Margaret Burdick
Lisa M. Burrell
Cameron Fae Bushnell
Timothy H Butler
Elizabeth Byun
Rachel Cabanilla
Robert Calhoon
Darius Campo
Margalit Cantor
Cindy Carrasquillo
Rachael Kristen Carson
Churchill Winston
Caruthers, Jr.
Katherine Anne Caskie
Carol Casper
Mac Chang
Karen Chapman
Benjamin Chen
Charles Childress
Jamie Chimchivian
Louise Ching
Michelle Cho
Soo Kyung Choi
Claudia Chudacoff
Christopher Ciampoli

Sarah Clarke
Thornton Douglas Cline
Natalie Fisher Colbert
Catherine Consiglio
Gregory Conway
Jill Cooke
Erin Cooks
Sarah Cotterill
Nicole Cramer
Sandra Crandall
Rebekah L. Crissinger
Sondra Cross
Jill A. Dalley
Mary Daly
Matthew Dane
Adrienne M DangerÀeld
Norma S Davis
Susane B. Degollado
Danielle Delfanian
Renee Delgado
Yves Dharamraj
Lauryn Dick
Carol Dileonardo
Julia Doe
Charles Doherty
Christina Brice Dolanc
Edward Dolbashian
Pamela Doughty
Sherrie F. Dunford
Andrew Eckard
Anne Edge
Sara Ehrmann
Etsuo Ejiri
Lauren Ellis
Conni L Ellisor
Jessica Laine Embach
Tim Emerson
Kristina Figueres
Marin Epstein
Christopher Erickson
Amber Eubanks
Julienne D. Ewing
Laura Fallon
Tracy Fennell
Charles E. Ferguson, Sr.
Mary Davis Fetherston
Therese Fetter
Michael Feves
Jessica Fiedorowicz
Loreta Fin
Rachael Fisher
Dinora Fitzgerald
Charlene Fjerstad
Maureen Fleming
Chris Florio
Margaret Foley
James Franco
Christopher French
Monica Fry
Lauren Gage
Susan Gagnon
Jeffrey Galante
Steven Garcia
Natalie R GarÀeld
Andre Gaskins
Samantha Gaut
Karen Geer
Angela J. Giannantonio
Ethan Goldstein
Sara Goodman
Sarah Goodroad
Amanda Goodsett
Barbara J. Gorczyca
John Gordon
Kathy Gose
Elizabeth Grabowski
Gary S. Greene
Alia Gribbon
Michelle Gribbon
Jack GrifÀn
Angelica D. Guerra
Elizabeth Hackney
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Laura Aurora Hackstein
Molly E. Hahn
Rachel Hale
Tiffany Ham
Chelsea Hanen
Amy Harris
Charlotte Harrison
Ann Hauschildt
Ben Hawkins
Annette Henry
Cynthia Higgins
Andrew Hire
Margaret A Hochadel
Adele Hoffman
Bethany Hollenbeck
Lisa M. Hollis
Daniel Hornstein
Sarah Hotchkiss
Sophia Hua
Shannon HutchisonKrupat
Jacqueline Hwang
Margy Hymel
Angela Jackson
Susan P Jacobson
Kelvin C. James
Robert S. Janov
Marina Jeraci
Alice W Johnson
Brandon Johnson
Stephen P Johnson
Christopher Jones
Jerry Hyowon Joo
Diane Brooke Joyce
Natalie Judkins
Sarah Kaiksow
Angelica Kalasz
Jason Kaminski
Helen P Karakas
Benjamin Karp
Myra Kelly
Susan E. Kester
Mary Khamis
James Jeonghwan Kim
Kangwon Lee Kim
Susan E. Kinman
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VOTE ONLINE IN FUTURE ASTA ELECTIONS!
ASTA is working to ensure that members receive valuable, timely information from ASTA and that ASTA continues to improve
member services and the delivery of those beneÀts. Starting with the next election, ASTA can now deliver election materials
and the option to vote electronically. This saves you time and paperwork, while saving money on printing and postage, which in
turn helps the environment.
Please take a moment to check yes or no indicating your preference for participating in this service and include your most
current email address. If selected, materials will be delivered to this address.
I hereby give my consent to participate in and receive electronic transmissions of election materials and electronic voting.
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Please send materials to the following email address:
_________________________________
Member ID _______________ Last Name _______________________

Mail to:
ASTA
4153 Chain Bridge Rd.
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Member2Member
NC-ASTA’s Two-Day String Event
Impressions by Two Collegiate ASTA Presidents
In late September of 2007, music education students at Apof youngsters for the ﬁrst time can be frightening. Conﬁdence
palachian State University (ASU) in Boone, and the University was instilled by supplying strategies for classroom management
of North Carolina at Greensboro, were treated to a special
that cater to short attention spans.
opportunity. Nationally-known string pedagogue Bob Phillips
The string students recognized some techniques from
and his wife Pam gave an ASTA sponsored two-day workshop
previous instruction, but many were new and innovative. One
on ASU’s campus, drawing visitors from across the state and
violinist was intrigued by the idea to have students keep their
beyond. The students who attended were music education and
ﬁrst and second ﬁngers around the neck of the violin from
performance majors, all eager to learn new strategies for teachday one. This idea prepared the muscles of the left hand for D
ing string players.
Major hand position, a comNestled in the northwestern
mon scale to start working on
corner of North Carolina, Boone
with younger string students.
is a small mountain town less than
A violist commented on the
an hour from Virginia, Tennes“call and response” technique
see, and Kentucky. Because of its
that used numbers on ﬂashlocation, ASU is a very popular
cards. This activity had the
destination for visitors. At the
students constantly interactworkshop were students from
ing and thinking about the
a handful of schools from three
beat with the CD track in the
states. Young teachers seeking to
background. It was clear that
fulﬁll continuing education credthe ﬂashcards would help ear
its traveled from similar distances
training skills and conﬁdence
to hone their string teaching skills,
in younger players.
and ASTA President Mary WagPhillips used the ﬂash
Photo credit Alisha Park, Appalachian State University
ner was in attendance. Among
cards as another form of imothers, the two student chapters of ASTA from UNCG and
provisation with his students. Phillips is a strong advocate for
ASU ﬁnally met, hopefully beginning a future of collaboration.
improvisation in the classroom. He showed video clips of his
The idea of the workshop originated at the 2007 ASTA
students improvising on simple ideas he set up in a CD, and
National Convention when Nancy Bargerstock (faculty advihad students go around the room, improvising on new themes
sor to ASU ASTA and NC ASTA president) was introduced
throughout the activity, constantly keeping them interacting
to Phillips by her colleague Jan Mixter. Together with fellow
and engaging with their peers.
ASTA faculty advisor Eric Koontz, the group conferred over
The upper string students were appreciative of the techdates, time, and money. Simply gathering enough money to
niques for teaching lower strings as well. Speciﬁc techniques
pay the Phillips’ salary and expenses was not enough. Bargerwere demonstrated for teaching the string bass. Because many
stock wanted the workshop to be long enough to be a truly
of the upper string students were not comfortable teaching bevaluable experience, while also being accessible to as many
ginning set-up for bass students, Phillips demonstrated a clear,
people as possible. Fortunately, ASTA awarded a generous
systematic method for setting up the beginning bass player that
amount of money for the workshop, and the Hayes School of
focused on the proper height to create a good tone.
Music also donated a signiﬁcant portion of the overall fee. In
Overall, the attendees enjoyed the workshop immensely
the end, students did not pay. Fifty participants made the trip
and found it to be a very good experience. They learned many
to Boone to hear Bob Phillips speak and experience his work.
new and innovative ideas and enjoyed interacting with one
It was the largest gathering of visiting string educators in the
another and with the professors from the other school. Beyond
Hayes School of Music’s recent history.
the obvious educational advantages, many students commentThe workshop began on a Friday afternoon and ran
ed on getting the opportunity to “rub elbows” with the big
through much of Saturday. Bob and Pam Phillips’ lectures
wigs of their ﬁeld. From the ASU and UNCG student chapters
on the ﬁrst day were aimed at several degree tracks beyond
of ASTA, “thanks for a great workshop!”
music education including performance and music industry.
One favorite exercise for education students was a master class
Cellist Paul Antony-Levine is the Hayes School of Music ASTA student
chapter president and a music education major in his senior year at Apwhere they were asked to play an unfamiliar instrument, so as
palachian State. Violinist Megan Morris is a sophomore music education
to experience learning a new instrument as our future students
major at the University of North Carolina at Greensboro and holds the
would be doing. Another helpful topic was pacing. For many
post of vice president of the Gate City-ASTA Student Chapter.
aspiring teachers, the thought of getting in front of a class full
20 | American String Teacher | May 2008

String Project a la University of Texas at Austin
The University of Texas at Austin String Project received the
2008 String Project award that was presented at a National String
Project Consortium (NSPC) session on “Best Practices” during
the ASTA national conference. According to Robert Jesselson,
NSPC executive director, the UT Austin String Project is truly
an exceptional example of string education for children and for
teachers in training.
The UT Austin String Project is a member of NSPC, a
coalition of String Project sites based at colleges and universities
across the United States dedicated to supporting string education
and development.
Founded nearly 60 years ago, the UT at Austin project
served as one of the models for the creation of the String Project
Consortium and the proliferation of more than 30 projects.
Under the direction of Dr. Laurie Scott, this teacher training
curriculum for university students has evolved into a program
serving 260 children and 22 teachers in training and is one of
the university’s most signiﬁcant outreach programs. The children
(many with parents in attendance) receive a 30, 45, or 60 minute
individual lesson plus weekly Saturday morning group classes,
orchestra, and theory class. One could attend 13 weeks of classes
before repeating the same class twice! There are four levels of
technique and repertoire classes, seven levels of music skills classes
(including theory), homogeneous pre-orchestral group classes,
and four levels of orchestra. More than 600 children are on
the waiting list for this ﬁnancially solvent project with a budget
exceeding $100,000.
After years of experimentation, a Suzuki component for
preschool-aged children was added to the curriculum. The mix
with the older beginners looks seamless. The Suzuki Method
books and repertoire are used as the skeletal basis for all the
students. Other method books and orchestral literature are
incorporated to make a well-rounded and complete educational

program. “The children are exposed to dedicated and
knowledgeable instructors who have a true interest in teaching
children. The program is well thought out and age appropriate
without stiﬂing those few who are able to advance quicker than
age would suggest,” says Carolyn Kirk, a parent of a student.
The majority of the String Project teachers are selected from
university students completing a master’s or doctoral degree in
music and human learning with outstanding undergraduate
music education majors completing the teaching roster. The
course preparation for teachers includes classes with Dr. Robert
Duke and Dr. Laurie Scott among others.
In addition to traditional string repertoire, the children
delve seriously into ﬁddle, jazz, and rock styles. The fall 2007
Alternative Styles Festival of String Playing teachers included
graduate student violist Melissa Becker, Pennsylvania ﬁddling
champion; Martin Norgaard, jazz education specialist; rock
cellist Matt Turner; and Andy Carlson, Georgia and Ohio ﬁddle
champion and professor at Dennison State University.
The UT Austin website is valuable and contains helpful
information about competence levels. Please visit http://
stringproject.music.utexas.edu/ to explore how the program is
constructed.
Congratulations to the University of Texas at Austin Music
Department, director and master teacher Dr. Laurie Scott,
assistant director Andrew Strietelmeier, project teachers, parents,
and students for winning the 2008 String Project Award.
Judy Bossuat is the master teacher of the California State
University Sacramento String Project and a board member
of ASTA and NSPC. In March 2007, she spent a few days
observing the training classes and string project in action
as well as asking myriad questions graciously answered by
director Dr. Laurie Scott and the assistant director at the
time, Martin Norgaard.

UT Austin String Project’s students perform at a concert after completing a semester of classes.
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A Totally New Concept …

BIG BAND MUSIC
FOR
STRINGS?
by Charles “Bud” Caputo

It has been 10 years since the National Standards became a reality and began
to inﬂuence music instruction in the United States. Even a decade after their
inception, these standards motivate music educators to continue their search
for eﬀective teaching techniques, innovative approaches, and musical materials.
Standards three and nine direct us to teach improvisation and music of diverse cultures.
Jazz, our unique national treasure, would be a perfect musical style to cover both content areas.
However, true exposure to jazz repertoire and opportunities to include improvisation have not
played a major role to date. One reason may be that string orchestra directors, unless they are
band directors who wear two hats, have had very little exposure to jazz. Faced with the desire to
provide some “lighter or pops” selections in a concert, they tend to program Leroy Anderson or
Broadway show tunes. There are more options!
If you are an orchestral educator looking for ways to meet standards three and nine, here
are a few ideas that can help if you keep an open mind and remember the words of that wacky
watermelon-smashing comic, Gallagher: “Totally New Concept…” In the time-honored stages of
innovation throughout history, let’s begin with:
On Your Mark
Some Philosophical Issues and Logistics
Start by making the decision to program one selection on an upcoming concert that would allow
your string students to perform jazz in the “big band tradition.” This is not the same as playing back-up parts for the school jazz ensemble or for the talent show pop vocalist. While that
experience may be attractive—look at the Nashville string studio performers earning six ﬁgure
salaries doing just that—remember that I am suggesting a “totally new concept.” I’m asking you
to consider a fully functioning jazz chamber string orchestra with a rhythm section!
Start by selecting music that puts your students “out front.” Find an ensemble arrangement
that will allow them to learn at least one of a wide variety of jazz styles. The selection must also
provide opportunities for them to explore jazz improvisation. A suggested list of publishers is
included in the resource list at the end of this article.
Borrow a technique that string orchestra directors use to add interest to their performance
repertoire by adding students from the concert band to form a full orchestra. It shouldn’t be
diﬃcult to locate a rhythm section of students who play jazz piano, guitar, and drum set. In
fact, there may be students enrolled in your string orchestra who already have proﬁciency on
these rhythm section instruments and would love the opportunity to branch out. If your school
has a show choir, there may already be an active group of students who could function as the
“house rhythm section” for several diﬀerent school ensembles. Once you purchase a quality
pick-up microphone and small ampliﬁer for one of the bass players, you are ready to expand
the curriculum and the horizons of your students by exploring jazz through a new performance
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ensemble and “totally new concept,” the Chamber Jazz String Orchestra.
Don’t be timid about seeking help. The International Association for Jazz Education, (IAJE), has an auxiliary unit, the Jazz String
Caucus. This group’s function is to spread the word about jazz strings and assist teachers who need help. Their web address is http://
www.jazzstringcaucus.org. Many of the IAJE Jazz String Caucus teachers, performers, and clinicians are also involved in the American String Teachers Association which has been very proactive in promoting the alternative strings movement. The alternative strings
movement recognizes that student string instruction must be extended beyond the music of just Western European composers. ASTA’s
eﬀorts toward this goal embrace jazz. Their objective is to expand the string curriculum to include string music and performance techniques associated with a wide variety of world cultures.
Get Ready
Jazz Instruction and Materials
Be mindful that jazz is an auditory art form. Students and directors must listen to the varied jazz to be able to develop a stylistic
vocabulary and interpret what’s on the printed page. Verbal descriptions do not suﬃce. It would be equally inappropriate to teach
spiccato bowings in the music of Mozart or to teach students how to “swing eighth notes” without having them listen to appropriate
recordings. All the teaching techniques that apply to developing good classical style ensemble playing are relevant in this context, too;
pitch, rhythm, vibrato, tone quality, balance, etc. However, there are stylistic diﬀerences that can be learned only from listening to
recordings of string and non-string jazz musicians. A discography by jazz educators Darol Anger and John Kuzmich Jr. is referenced in
the resource list at the conclusion of this article.
A written musical arrangement that includes correct stylistic interpretation is the skeleton of jazz performance whose musical demands are usually managed quite well by traditionally trained classical musicians. However, improvisation is the heart of jazz. It is this
diﬀerence that challenges the classically trained musician to meet the creative demands of the jazz genre. Fortunately, there are many
recordings of jazz violin virtuoso improvisers that can serve as models for student improvisers. Darol Anger, David Baker, John Blake,
Regina Carter, Christian Howes, and Joe Kennedy are just a few of the solo jazz virtuosos who have numerous CD’s available. Students
should listen to these models so they may gain insights on how to make their string instrument performance a good ﬁt with the jazz
idiom. Some string performers who bring forth the traditions of some of the earlier violin jazz giants include Stéphane Grappelli, Stuﬀ
Smith, Jean-Luc Ponty, and Joe Venuti. Students should also hear the wind playing of Miles Davis, John Coltrane, and Dizzy Gillespie
of the be-bop era (1947-1960s). Additionally, some contemporary string soloists’ recorded music reﬂects the more current styles of
funk, blues, and jazz-rock fusion.
The work of the Turtle Island String Quartet (TISQ) is unmatched. This ensemble has dug deeply into the traditional jazz repertoire and published music for string quartet. These pieces, however, are extremely challenging even to advanced level high school musicians. The virtuosos that make up this ensemble are able to generate chordal and percussion eﬀects from within their quartet instrumentation. In contrast, I am suggesting that the use of a rhythm section creates a greater variety of colors and allows the student jazz
chamber string orchestra to concentrate on performing with the support of a rhythm section in the traditions of the “big band” format.
After a few rehearsals the teacher will be able to identify those students who really enjoy and excel at improvisation. This may lead
to the formation of small, student-directed combos that oﬀer even more opportunities for improvisation, involving fewer players and
less rehearsal time.
Get Set
Teaching Improvisation and Selecting Ensemble Repertoire
Several publishers have created jazz improvisation teaching materials that are clear, concise, and dispel the myth that improvisation is
a natural phenomenon and cannot be taught. While these materials diﬀer from publisher to publisher, the shared concept is that the
improviser will develop a memorized vocabulary of musical scales for all the same reasons that we teach scales in Western art music.
Traditional major, minor, and whole-tone Western scales, the pentatonic scale, modes, and other special jazz scales, are used over
particular chords or chord progressions found in those tunes that have been identiﬁed as standard repertoire for all jazz musicians. The
music contained in these volumes typically consists of (1) songs from the 20s - 40s, “Tin Pan Alley” and Broadway show tunes, using
the standard 32 measure, A-A-B-A form; (2) the 12-bar blues; (3) music from the Latin traditions; and (4) more contemporary modal
and rock tunes of the 80s onward. A practice booklet and CD are usually included so students can practice the required skills at home.
Refer to the resources list at the end of the article for improvisation methods and recordings.
Of course string teachers, like their jazz ensemble colleagues, will need to place responsibility on their students to work on these
materials out of class. The teacher can be a catalyst to motivate students to work with improvisation materials by taking time in class to
introduce basic concepts and provide listening examples of jazz performers. Then, it’s up to the students to work independently on the
improvisation materials with periodic coaching from their teacher.
Although there is a growing body of jazz repertoire for the jazz string ensemble, it has been slow to come about. Because production costs are high and publishers must account for a suﬃcient number of sales, they tend to give priority to producing marching band catalogues and piano music as opposed to this new market of ensemble music for jazz strings. However, several companies
have begun to publish some very eﬀective materials to stimulate interest in jazz improvisation and jazz ensemble playing, and the
Internet has allowed smaller, independent publishers to provide access to original music for jazz strings. Once again, a listing is
found in the resource list.
When selecting music for the beginning jazz string ensemble, I suggest that you begin with arrangements in the “Basie swing
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style.” Initially, they will be more diﬃcult to teach, given the limited opportunities that students may have had to hear this style of
music. However, once the group is able to create the feeling of “laying back” on the quarter notes, and swinging the eighth notes, it
will be far easier for them to perform the straight eighth-note rhythmic ﬁgures contained in Latin and rock selections. Finally, look
for publications that have a demo CD. This will help to alert students to the limits of the printed notation and help them perform the
music in appropriate jazz style. Since a rhythm section combo may not be readily available until your ﬁnal rehearsals and performances,
look for publications that supply a CD rhythm section background track that can be used until the live players become available. (This
is not unlike the standard practice of jazz and show choir directors who use back-up recordings for rehearsals.)
Go!
Finding A Role Model
During the last 40 years, school jazz ensembles and jazz choirs have developed as an outgrowth of the larger traditional school bands
and concert choirs. IAJE, along with the many professional vocal and instrumental teaching organizations, has done much to encourage the development of these ensembles and they are now part of the curriculum, meeting daily for high school credit. During these
years, band students have had the opportunity to listen to the recorded music of Count Basie, Buddy Rich, Duke Ellington, Stan
Kenton, and Maynard Ferguson. Similarly and more recently, choir students listen to recordings of The New York Voices and The
Manhattan Transfer. Both vocal and wind instrument students have experienced the excitement of performing original or simpliﬁed
arrangements of these professionally recorded artists. However, if there is to be a similar interest and growth in establishing jazz string
ensembles, there needs to be a recorded role model for string students. While I expect that there are some college-level large jazz string
ensembles with rhythm sections, I am unable to locate recordings that would serve as a role model and ultimately foster a parallel development of “the jazz chamber string orchestra” in our schools. The existing professionally recorded models feature soloists and small
combos (for example, Turtle Island String Quartet, Regina Carter, and an ever-increasing group of string soloists who perform with
rhythm sections in the jazz and jazz-fusion styles).
In the area of larger ensembles and big band style, there’s a wonderful resource in the military bands. Each military academy, the
special bands in Washington D.C., and many ﬁne military post bands perform regularly at local schools and jazz festivals, providing
students with an ongoing role model that continues to foster interest in traditional big band music. The special military bands that
have string units could serve as a role model by incorporating jazz chamber string orchestra repertoire in their performances.
Through grants from the Recording Industry’s Music Performance Fund, I have been fortunate to have had several opportunities
to work with two jazz chamber orchestras, and experienced ﬁrst-hand the excitement that can be generated with these types of ensembles. In October of 2005, we formed the New York Jazz All-Star Swingin’ Strings (NYJASS), that contains some of the ﬁnest jazz string
players in that region. A residency at North Shore High School in Glen Head, New York, allowed the ensemble to act as a model for
the students who ultimately performed much of the same repertoire several weeks later.
A second ensemble’s performance, The Washington Jazz String Project, has been preserved as part of a streaming video that may be
found in the streaming video archives of The Kennedy Center in Washington, D.C. If you have a high speed Internet connection, you
can direct your students to this link to observe a model of this jazz chamber string orchestra. http://www.caputomusic.com/washington_jazz_string_project.htm
Go For It
As a result of my experience with the Washington Jazz String Project, I am hoping that string teachers will gain the same positive experience by expanding the string repertoire for their students. More importantly, you will be providing string students the same the opportunities already in place for wind and percussion students. Expand your curriculum and allow string students to learn our national
art form, jazz, in a “totally new concept!”
Resource List to assist in expanding the string orchestra to include jazz performance:
Jazz String Ensemble Publications
Allardyce, Barnett, Publishers. United Kingdom publications on Jazz Studies and discography.
http://www.abar.net/
Caputo, Bud. Jazz “Big Band Music” for String Ensembles. Music for beginner or established
chamber jazz string orchestra. Includes rhythm section CD rehearsal tracks for all jazz selections. Sample improvised solos included in
each arrangement.
http://www.Caputomusic.com
Kjos, Neil Co. “Jazz Combo Session,” 2001. Musical arrangements for strings and rhythm.
http://www.kjos.com
Ligon, Bert. Mostly intermediate and advanced level, includes many selections for quartet and larger ensembles.
http://www.music.sc.edu/ea/Jazz/jazzstringmusic.html
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Sharp, Thom. The arranger’s site has a great deal of interesting material.
http://www.sharpmountainmusic.com/strings.html
Various Composers and Arrangers. This wholesale site is for arrangers and composers.
http://stringscentral.com/web/frames.main.html
Jazz Improvisation Materials
Aebersold, Jamey. “How to Improvise” Series (over 100 separate volumes covering all styles and an extremely large selection of jazz
repertoire). This is the most extensive catalogue available for wind students with songs and accompanying CDs.
http://Jazzbooks.com
Blake, John and Jody Harmon. “Jazz Improvisation Made Easy.” Self-published, 1993, distributed through ASTA.
http://www.astaweb.com
Harmon, Jody. “Improvise”- Self-published, 1995, available through ASTA or via the website.
http://www.stringimprov.com
Hill, Dr. Willie L. “Approaching The Standards.” Alfred Publishing Company, 1999.
Norgaard, Martin. “Jazz Fiddle Wizard: A Practical Guide to Jazz Improvisation for Strings.” and “Jazz Fiddle/Viola/Cello Wizard
Junior.” Mel Bay Publications, 2002.
http://www.jazzﬁddlewizard.com
Perry, Geoﬀrey Fitzhugh. “Fiddle Jam: A Way-Cool Easy Way to Learn How to Improvise.” Self-published.
http://www.fanaticalﬁtzhugh.com
Sabien, Randy and Bob Phillips. “Jazz Philharmonic.” Alfred Publishing Company, 2000.
http://www.alfred.com
White, Chris. “Jazz Violin/Viola/Cello Book.” Chris White Cello Works, 1997.
http://www.ndca@clarityconnect.com
Other Jazz String Improvisation-Related Publications
Bratt, Renata. “Jazz String Resources for Private & Public School Teachers.” American String Teacher. Nov. 2002, pgs. 86-91. See this
magazine for annotated information as well as places to purchase jazz arrangements for strings.
Glaser, Matt and Stephanie Grappelli. “Jazz Violin.” Oak Publications, 1981. Contains historical information about jazz violin.
Lyonn Lieberman, Julie. “The Contemporary Violinist.” Many other books, videos, and materials. Huiksi Music, P.O. Box 495, NY,
NY 10024
http://julielyonn.com/
Some Jazz String Recording Artists With Websites
Jean-Luc Ponty. Personal site of this renowned artist.
http://www.ponty.com/
The Turtle Island String Quartet. Personal site of this renowned quartet.
http://www.tisq.com/
General Information-Discographies
Anger, Darol and John Kuzmich.
http://www.kuzmich.com/handouts/String_Discography.html
IAJE String Caucus.
http://groups.yahoo.com/group/IAJEStrings/
Mark Chung. Home page with many interesting links. Textbooks on improvisation and other areas of study.
http://music.calarts.edu/~chung/JazzViolin.html
Mark Chung’s listing and bios of well-known jazz string players.
http://music.calarts.edu/~chung/straight.html
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Recordings
ASTA Ultimate Strings, Volume 1: Alternative Styles CD, available at http://www.astaweb.com in the ASTA bookstore.
http://allmusicguide.com
Zeitlin, Paula for the IAJE String Caucus. Edited by Martin Norgaard. Used by permission from the IAJE String Caucus. Discography is listed at http://www.jazzstringcaucus.org/Discography.htm
Professional Organizations and Development
American String Teachers Association: Alternative Strings.
Information on “Alternative Stings” may be found at the ASTA website, http://www.astaweb.com.
International Association for Jazz Education: Jazz String Caucus.
Visit http://www.jazzstringcaucus.org to locate a list of current IAJE Jazz String Caucus Teachers and Clinicians, or visit the IAJE
website, http://www.iaje.org
Charles “Bud “ Caputo was appointed adjunct professor of trombone in 2006 at Florida Atlantic University in Boca Raton,
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work in the public schools spans elementary to high school where he has taught band, orchestra, jazz ensembles, as well as
theory, music history and literature, electronic music, and guitar. He was vice-president of the Maryland Chapter of the
International Association of Jazz Educators from 1984-1995. He is a frequent guest conductor and has conducted all-county
jazz and concert bands in Maryland. Caputo has presented workshops at the Florida and Maryland Music Educators
Association Conference, the MENC Eastern Division Conference, the American String Teachers Association, the Mid-West
Clinic, and the Virginia Music Educators In-Service Conference. Caputo may be contacted via his website www.caputomusic.com.
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by Donald Watts
We have long recognized that Suzuki instruction can produce wonderful young performers. Some of these
students’ sight-reading lags behind their ability to play, though the same diﬃculty is also seen in students
whose training is more traditional. Private teachers sometimes attempt to remedy the situation by encouraging their students to practice reading unfamiliar etudes or orchestral excerpts; college music majors
study sight-singing for the same purpose. Although these conventional strategies are clearly helpful, the
beneﬁt they yield is often slow in coming—they require eﬀort over an extended period of time. This discussion will disclose some of the attributes necessary for success as a sight-reader and propose interventions
that can be employed with traditional strategies to enhance the development of sight-reading skill.
Work to Develop the Best Technical Habits in Your Students
Although somewhat obvious, it must be asserted that students cannot read what they lack the capability to play. In a similar vein, technical habits that have been reﬁned to a high level can clearly facilitate
reading ability. Consider the fourth etude from Book II of Wohlfahrt’s Foundation Studies for the Violin.
(See Example 1.)

Students who are not trained to play the slurred eighth notes with more bow than those that are détaché
will execute this study in a labored, clumsy fashion; their ability to read similar passages will be impaired
until they automatically associate this pattern with appropriate bow distribution. It is worth noting that
the famous piano teacher, Joseph Lhevinne, felt that practicing scales improved reading ability by inducing
the hand to lean instinctively to the most logical ﬁngering.1 Solid technical organization does not evolve
quickly, but it does remain a necessity for reading success.
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Encourage Students to Become Avid Listeners
Pianist Diane Hardy aptly describes the beneﬁcial role that an experienced eye plays in sight-reading: “A good sight-reader continuously
draws upon past experience in recognizing musical symbols and as long as the symbols are familiar, they may be read without hesitation
because they are grounded in the student’s memory.”2 Experience in the aural domain is equally important because it helps us predict
what the eye will momentarily engage on the page. This predictive ability enables the performer to physically set up technical solutions for subsequent execution—preparation for shifts, etc. Reading inability is most often seen when we encounter passages that reach
outside of our experience base, e.g., certain contemporary music. Psychologist Daniel Levitin states that our understanding of music is
related to our ability to “. . . predict what will come next . . . based on . . . what we expect will come next . . . based on previous exposure to . . . [similar] music . . .”3 Encouraging students to become avid listeners to music in multiple styles will hasten the day when
their eyes, ears, and ﬁngers join to produce a ﬂuent reader.
Practice Reading Ahead of What You Play
Proﬁcient sight-readers are able to read well ahead of what they are playing at any given moment. Psychologist Norman M. Weinberger
states, “. . . the mental strategy in [sight-reading] music is to look ahead to determine where the score is ‘going’ . . . making inferences
about many of the details of the score . . ., thus obtaining a suﬃcient framework within which to look back to notes that are just ahead of
the notes being performed—and repeating this complex process again.”4 Information gleaned from the back-and-forth process provides
another tool for enabling technical preparation. The exercise that follows is helpful in encouraging development of this critical ability:
1. Choose an easy, unfamiliar etude.
2. Circle small groups of randomly selected notes.
3. Perform the etude with a metronome, playing only what is circled at the exact moment when it is scheduled to sound. Try to play
the circled notes with the ﬁngerings, bowings, and dynamics indicated in the score.
Here, the eye must read ahead to ensure that all is in place for execution of the circled notes. It must also continually refer back to
the score to guarantee that those notes are played at the appropriate moment.
Encourage Students to Recognize Technical Patterns in the Music They Read
I sometimes observe in cello students a tendency to perceive a shift to a new position as mere relocation of the ﬁnger on which the shift
takes place. Their failure to psychologically engage the notes subsequent to the shift and technically anticipate an appropriate left-hand
contour forces excessive physical adjustment that serves neither their agility nor their sight-reading. Proﬁcient sight-readers psychologically capture notes in groups and ascertain their meaning from the context in which they appear; they do not read music as a series of
successive notes. Wherever possible, students should be encouraged to view note groupings in any particular position as both a ﬁngerboard location and a speciﬁc left-hand contour. Repeated verbal association of ﬁngered note patterns with terminology such as “wide
ﬁrst position,” “narrow fourth position,” etc. is helpful. Students can also be asked to analyze and write position and contour groupings
in the music they learn. Piano pedagogue John Novak reports success with teaching piano students to see musical notation, grasp it in
the air, and then play it on the keyboard.6 That practice is adaptable to string teaching as follows:
1. Teach young students to quickly form the hand into narrow and wide contours. This can be done away from the instrument.
2. Announce a left-hand placement such as “D string, ﬁrst-position, lower extension.” Ask the student to form the indicated contour
slightly above the ﬁngerboard and move the hand as quickly as possible to the speciﬁed location.
3. Show ﬂash cards to students that present three or four notes found in a single position/contour (See Example 2.) Ask the student
to verbally identify the position and contour as quickly as possible.

4.

Show the ﬂash cards again. Ask the student to grab the combination above the ﬁngerboard then ﬁnd it on the instrument as
quickly as possible.
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Every eﬀort should be made to enable students to recognize and use recurrent bowing patterns in a similar manner. The ability to quickly
recognize technical models in unfamiliar music places the performer in a sort of technical overdrive that enables routine execution.
Sight-Singing Study and Related Practices are Beneﬁcial
Although the old adage, “you cannot play what you cannot sing,” is not universally applicable, researchers have determined that sightsinging study is clearly beneﬁcial to sight-reading.7 The ability to hear and internalize music precedes the ability to play; sight-singing
strengthens the link of the reading chain that runs from the eye to the ear. Also, some exercises routinely employed by sight-singing
pedagogues can be adapted to help string students strengthen the other link of the reading chain—the connection that runs from eyes
and ears to ﬁngers. To illustrate, after successfully reading a passage at a relaxed tempo, students can attempt to play it at a tempo that
is attainable but clearly beyond their comfort zone. The required level of concentration here optimizes the student’s ability to process
musical notation. Similar to practicing fast runs in multiple rhythms, this exercise is grounded in both familiarity (re-engagement of
music already read) and challenge (the rapid tempo). Etudes such as Wohlfahrt’s pp. 74, No. 39 (Example 3) or Study No. 12 from
Popper’s 15 Easy Studies are particularly appropriate because the rhythmic patterning they feature is relatively consistent.

The noted music theory pedagogue Dorothy Payne is known for asking her students to sing solfege excerpts in reverse. This works
well as a tool for developing sight-reading skill—it is best with passages that combine left-hand complexity with relatively simple bowings or vice versa. Such exercises allow students to experience the short-term stress that they will undoubtedly feel when asked to sight
read as part of an audition. This type of preconditioning can be compared to baseball players’ use of a leaded bat while in the on-deck
circle— it makes the wooden bat feel light when they move to the plate.
Analysis Can Be Helpful
Students sometimes question what the study of music theory and analysis has to do with their ability to perform. The answer to that
question is “everything,” as long the analytical pedagogy is appropriate to the performance situation. The mind, the ear, and the ﬁnger
can become bonded partners in the sight-reading process when students are trained to see an analytical picture larger than the isolated
Roman numerals that form the core of much theoretical instruction. Consider reading at sight the excerpt that follows (Example 4)
from Etude No. 5 of Popper’s High School of Cello Playing.

Students whose training promotes a view of such note successions as components in search of the appropriate Roman numeral will be
psychologically oriented toward the bottom voice. They will likely fail to see the recurrent left-hand pattern and be unable to properly
mold their left hand to accommodate it. In contrast, students whose theoretical training encourages a view of all voices as equal components in the formation of a harmonic package will be more inclined to perceive the linkage that joins the three voices into a musical/technical pattern.
When You Practice Sight-Reading, Create a Realistic Environment
Raymond Stuhl, one of my mentors, continually preached about the need to make practice relevant to the performance situation
it serves. For example, slow practice for performance of a rapid sautillé passage is made less eﬃcient by the use of long, legato bow
strokes. Fluent sight-reading requires the ability to continue moving forward in the face of occasional errors. Stopping to ﬁx mistakes is
a detrimental habit when reading is practiced. It is not allowable in the real world--it is not realistic to the situation.
In Conclusion
Experience remains a strong ally in the acquisition of sight-reading skill. Unfortunately, the amount of time available for gaining that experience is often limited. None of the adjunctive strategies presented in this article should be viewed as a quick ﬁx to sight-reading problems.
However, their use, individually or in combination, will be helpful in accelerating progress toward the goal of ﬂuent reading.
1.
2.
3.
4.
5.
6.
7.

Diane Hardy, “Teaching Sight-Reading at the Piano: Methodology and Signiﬁcance.” Piano Pedagogy Forum 1.2 (1998), p.2. <http://www.music.sc.edu/ea/keyboard/PPF/1.2/1.2.PPFke.
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Daniel J. Levitin, This Is Your Brain on Music: The Science of a Human Obsession (New York: Dutton, 2006), p. 102.
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Is That in Tune,

Mr. Mozart?
By Hasse Borup

As string players, we have all experienced situations where issues
of intonation arise, but with no clear answers at hand. In a string
quartet rehearsal, for instance, the issue might be the classic
struggle between the way we hear the perfect ﬁfth and where the
middle voices place the third or the seventh. When is it really in
tune? A violinist and a cellist will hear things diﬀerently, just by
nature of approaching a chord from the bottom or the top. The
question is, whether musicians have always had the same ideal
concerning how they hear a note “in tune” or “out of tune.” And
if, indeed, the perception has changed over time, should that affect the way we perform baroque and classical repertoire?
The purpose of this article is to make string players aware
of the intriguing problems concerning pitch and tuning in order
to better understand the true nature of diatonic music, and how
it has developed over time. This information should give today’s
string player better judgment to fully explore the entire “palette”
of tone colors available.
Intonation Practice in the Eighteenth and Nineteenth Centuries
Concern about intonation has mainly occurred when string
players needed to play together with other stringed instruments
or with a ﬁxed pitch instrument. In the classical period, many
string players were opposed to adopting a method other than
just intonation, but a number of pedagogues advocated the use
of tempered pitch to beginners and most other musicians, thus
easing the problems arising when playing with keyboard instruments. Louis Spohr writes in the preface to his Violinschule:
Extreme patience and perseverance must be devoted to the
fourth section, which lays the foundation of pure intonation
for the student. The teacher can indeed save himself great
trouble in the future if he insists with uncompromising strictness right from the outset on the absolutely pure intonation
of the pupils stopped notes.1
The most signiﬁcant part related to our investigation appears
in the footnote:
By pure intonation is naturally meant that of equal temperament, since in modern music no other exists. The
budding violinist needs to know only this one intonation.
32 | American String Teacher | May 2008

For this reason neither unequal temperament nor small
or large semitones are mentioned in this method because
both would serve only to confuse the doctrine of the absolutely equal size of all 12 semitones.
One would assume that he is attempting to make violin
playing sound simple— certainly a wise approach when addressing a beginning student. Yet, it is quite a statement, seen from
the perspective of the twentieth century string player, who is used
to coloring his half steps and playing close to a hybrid of just,
tempered, and Pythagorean tuning. It has to be said that Spohr’s
view probably was not shared by many violinists of that time and
the school of thought was adopted for pedagogical simpliﬁcation
rather than artistic integrity (not unlike Suzuki’s view on intonation in the very beginning stages of a young violinist’s life).
As Robin Stowell points out in his Violin Technique and Performance Practice in the late Eighteenth and Nineteenth Centuries, a
compromise invariably resulted between mean-tone temperament
(which was the most commonly used in tuning eighteenth century
keyboard instruments), equal temperament and substantially just
intonation. Campagnoli conﬁrms the need for such ﬂexibility:
Correctness of intonation prohibits temperament on the
violin, except in certain cases: 1st, to lessen the movements of ﬁngers, 2ndly, to satisfy the delicacy of the ear
when accompanying other instruments, 3rdly, to facilitate
performance; for instance when A-ﬂat and G-sharp successively occur on the third string, it is not necessary to
withdraw the fourth ﬁnger in order to employ the third,
but the fourth must be kept pressed upon the string, and
its position be modiﬁed as the nature of the harmony may
require.2
The addition of vibrato is nowadays considered one of the
most eﬀective ways of constantly adjusting string intonation
(Dounis recommended his students to play with vibrato at all
times), but there seem to be no indication of active participation
of vibrato in intonation in the classical period.
Tuning the Instrument
Open strings further complicated matters in such a ﬂuid into-

nation system, since only one open string of a violin tuned in perfect ﬁfths will correspond with most keyboard instruments. Some
performers claim that the violin can only be tuned perfectly in the key of D Major, since only then are the ﬁfths actually perfect; in
other keys, certain open-string tunings have to be tempered and this is best achieved by avoiding open strings and stopping the notes
in question. This question arises acutely when a string quartet is playing in a key where an open string is the major third (for instance,
F Major, B-ﬂat Major, etc.). Since there are ﬁve diﬀerently pitched open strings in a quartet it—in reality—aﬀects 10 keys! Therefore,
many quartets choose to tune close to a mean tone-inspired tuning, with the so-called “tight” or close ﬁfths. Unfortunately, it does not
solve the problems of having to raise the tonic note completely in the before mentioned keys. Leopold Mozart and Quantz agree on
how to tune to keyboard instrument. Quantz, in his Versuch Einer Anweisung die Flöte Traversiere zu Spielen from 1752, explains:
To tune the violin quite accurately, I think you will not do badly to follow the rule that must be observed in tuning the keyboard,
namely that the ﬁfths must be tuned a little on the ﬂat side rather than quite truly or a little sharp, as is usually the case, so that
the open strings will agree with the keyboard. For if all the ﬁfths are tuned sharp and truly, it naturally follows that only one of
the four strings will be in tune with the keyboard. If the A is tuned truly with the keyboard, the E a little ﬂat in relation to the A,
the D a little sharp to the A, and the G likewise, the two instruments will agree with each other.3
It quickly becomes clear that the baroque/classical period had its troubles with intonation, just as we have now. Today, we are used
to the idiom of diﬀerentiating between melodic and chromatic half steps, for example playing a G-sharp higher than an A-ﬂat, and
consequently raising the seventh step of the scale. As we have discovered, a confusing variety of tuning systems coexisted in the classical
period. But few violin methods discussed the problems, concentrating merely on the violin’s melodic role in the tuning of tones and
semi-tones rather than large intervals, especially ﬁfths and thirds, which are so essential to the more chordal role of keyboard instruments and their tuning systems. Contrary to the previously mentioned modern practice, most eighteenth century violinists adopted a
modiﬁed type of mean tone temperament, in which a sharpened note was considered a comma (about 22 cents) lower in pitch than the
ﬂattened form of a tone higher. Historically, a main factor in string intonation was the invention of steel strings and the disappearance
of gut strings. It is an interesting coincidence that the practice of tensioning the harmonies (by raising leading tones, coloring halfsteps) occurred at about the same time as introduction of steel strings. On the issue of intonation, Leopold Mozart writes:
On the keyboard, G-sharp and A-ﬂat, D-ﬂat and C-sharp, and so on, are on the same note. This is caused by the temperament.
But according to the ratio, all the notes lowered by a ﬂat are a comma higher than those raised by a sharp. For example: D ﬂat is higher
than C sharp and so on. Here the good ear must be the judge, and indeed it would be good to introduce pupils to the mono-chord.4
Another source supporting this view is Peter Prelleur’s ﬁngerboard diagram from 1730. It clearly shows the diﬀerent placement of
sharpened and ﬂattened notes. (Example 1.)

Example 1. Prelleur’s “Griﬀbrettafel”5
Leopold Mozart provides two scales (Example 2), leading through the ﬂats and sharps respectively, intended as an intonation exercise in distinguishing between the large diatonic semitones and small chromatic semitones.
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Example 2. Leopold Mozart’s indication of how to practice chromatic scales as intonation aid.6
When an enharmonic interval or modulation occurs in a string quartet, special problems arise. Some examples from Mozart,
Haydn, and Beethoven quartets require the players to consider “ﬁfths” that are notated as augmented intervals (for example C-sharp
and A-ﬂat). Or, even more interestingly, what happens when two enharmonically identical pitches are repeated in a diﬀerent context?
(Example 3)

Example 3. Beethoven, Quartet in E minor, op. 59, no. 2. Allegro, m. 71-75.7
According to Spohr, the ﬁrst violin, viola and cello should play the exact same pitches in both measure 71 and 73. But if we follow
L. Mozart’s indications, the E-ﬂat should be slightly higher than the D-sharp. This makes sense; even though Beethoven was primarily a
pianist, he was a sensitive string player as well, fully capable of understanding and using these ﬁne pitch distinctions. Another pitchrelated indication could be the dynamics: the slightly “higher” pitch is piano, while the slightly “ﬂattened” is pianissimo. It goes without
saying that it takes a very advanced group to execute a ﬁne nuance such as this.
The Teaching of Intonation by Wolfgang Amadeus Mozart
Another important source exists concerning W. A. Mozart’s teaching of intonation. The young Englishman, Thomas Attwood, studied composition with Mozart in the mid-1780s.8 It was very rare that Mozart took any students, and generally only accepted those
with either incredible talent or money. The manuscript of Attwood’s studies with Mozart is the largest and most comprehensive of the
manuscripts surviving from Mozart’s teaching of composition and theory. In this manuscript, there are examples of chromatic scales
with enharmonic equivalents showing, variously, the German and Italian manners of distinguishing the ﬂats and sharps, the large and
small half steps, the names of intervals, and the sizes of intervals as sums of whole steps and either large or small half steps. The distinction made by Mozart between large and small half steps is undoubtedly that of mean tone temperament: diatonic half steps are large
and chromatic half steps are small. The chromatic scales in Attwood’s manuscript vary in the number of tones they contain, some going
into double ﬂats and sharps, others not going that far from the natural notes in the circle of ﬁfths. Thus the scale, in this manuscript,
contains at least 17 notes: seven natural notes, ﬁve ﬂats and ﬁve sharps. Since Mozart does not qualify his distinction between large
and small half steps in any way, particularly in a manner that would suggest temperament, he would appear to be saying that in his
tuning system there are more than 12 equal notes to the octave. Indeed, the systems of tuning led some keyboard instrument makers to
manufacture harpsichords, clavichords, and other earlier keyboard instruments with split-keys for better intonation. Some harpsichords
would have the octave divided into as many as 36 keys, two for each half step, thereby enlarging the possibilities of enriching the given
keys. Example 4 shows the graph which was made from the Attwood manuscript. Mean tone temperament and irregular temperament
(circles) are shown with the variations in cents from the equal temperament. It is clear that ﬂattened notes were closer to their main
note, than were the sharpened notes of the neighbor note on the next page.

34 | American String Teacher | May 2008

Example 4. Equal and mean tone temperaments compared. The sharpening of a note keeps it closer to its attachment (as described by
L. Mozart).

Photo credit Mary Noble Ours

As we can see from the material examined in this article, the quest for “pure” intonation is a treacherous undertaking. By gaining
as much knowledge as possible about the problems, it is possible for the player to come to his own conclusions when confronted with
problems that require more thought than whether or not a chord or interval is “in tune.” We can obviously never fool our ear, but by
informing ourselves we can enhance a performance with stylistic and interpretational ﬁnesse.
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An 1850’s Comedy?

Violin Forum

by John A. Thomson
August 15, 2007 marked the centenary of the death of
Joseph Joachim (1831-1907). This remarkable artist must
have been one of the greatest violinists of all time. Many
contemporary critics considered him to be the supreme performer on the violin at a time when there was no shortage
of great virtuosi. It is touching to learn of the great mutual
respect and aﬀection that artists (and potential rivals) such
as Joachim, Heinrich Wilhelm von Ernst, Henryk Wieniawski, and Pablo de Sarasate had for one other. The young
Joachim can actually be seen in a photograph of a string
quartet composed of an all-star cast: Heinrich Wilhelm
Ernst (ﬁrst violin), Joseph Joachim (second violin), Henryk
Wieniawski (viola), and Alfredo Piatti (cello). How fascinating it must have been to hear that group! (See Photo 1 in
picture gallery.)
Joseph Joachim was acquainted with nearly all the
great musicians of his time. By the age of 12, Joachim had
met Felix Mendelssohn who became the boy’s mentor and
strongest advocate. Joachim was born in Hungary but
settled in Leipzig to be with Mendelssohn who wished to
ensure the youth developed a profound intellect and sense
of culture, rather than merely become another great instrumentalist. His violin studies were supervised by Ferdinand
David, while Mendelssohn played chamber music with
him and took an active interest in his diverse studies, such
as philosophy, theology, sciences, and literature. It is surely
because of Mendelssohn’s inﬂuence that Joachim blossomed
into an artist of deep integrity and a person of the highest
moral caliber. Joachim was to place his formidable technical
resources at the service of music of the highest artistic merit
rather than of empty virtuosic display. It should be remembered that this was the time when even the great violinists
who did play some masterpieces by great composers also
“played to the gallery” pieces of dubious value, in order to
show oﬀ. Nicolò Paganini had his barnyard imitations; Ole
Bull performed such popular gems as “The Grandfather’s
Clock”; Henri Vieuxtemps composed variations on “Yankee
Doodle” as his Souvenir d’Amérique; and Sarasate regaled
audiences with bird sounds in his Song of the Nightingale.
While the young Joachim certainly could and did play such
music, he soon found that his true calling was composing
music of substantial depth, and interpreting masterworks of
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the greatest composers, both living and dead. In 1844, the
13 year old achieved a great triumph performing the thenlittle-known violin concerto by Beethoven in London under
Mendelssohn’s baton. He included his own cadenzas, still
much admired and considered highly diﬃcult. Throughout
his life, he frequently performed this concerto and came to
be thought of as the sovereign interpreter of the piece. All
other performances would be compared to his interpretation.
It was Joachim who ﬁrst regularly performed the solo works
of Bach and some of the concertos by Mozart. From this, it
is evident that Joachim’s inﬂuence on program selection was
(and still is) enormous, as this is the type of music that most
artists since his time have chosen to perform. Joachim was
also closely connected with such composers as Robert and
Clara Schumann, Antonin Dvořàk, Max Bruch, and Franz
Liszt (for whom he served as concertmaster in Weimar from
1850-53), to name a few. All of these composers wrote works
for the violinist to perform, often with Joachim’s technical
assistance. Joachim himself was regarded as a great composer
and an especially ﬁne orchestrator. One lesser known example is a violin-piano version of Liszt’s Hungarian Rhapsody
No. 10, arranged by both Joachim and Liszt.
All this presents a picture of a serious and earnest character. The numerous photographs portray him with the dignity
and grandeur of a bearded prophet from the Old Testament,
and indeed he was venerated almost to that extent by his followers. Dare one say his disciples? (See Photo 2.)
Joachim’s greatest friend was Johannes Brahms, who
interestingly considered Joachim to be a far more gifted
composer than himself. The photographs of Brahms also
leave an impression of full-bearded earnestness! The story of
the genesis and success of Brahms’ Violin Concerto is well
known, as is the tragic falling out the couple experienced
at the time of Joachim’s divorce from his wife, the singer
Amalie Weiss. (See Photo 3.)
As if to disprove this earnest impression, there exists
an obscure piece composed by Brahms which illuminates
an entirely diﬀerent facet of this friendship. It is in fact a
hilarious piece of slapstick worthy of a comedy team such
as Laurel and Hardy or the Marx Brothers! (Certainly not
the serious and most venerable couple we recognize in the
portraits.)

Violin Forum

Photo 1. Quartet including Piatti, Wieniawski, the
young Joachim, and Ernst (seated).

Photo 2. Joachim, the earnest artist.

Photo 3. Portrait of Joachim with his wife,
Amalie Weiss. The marriage ended in a
painful divorce that strained the friendship of
Brahms and Joachim.

Photo 4. Program showing Joachim performing his friend Brahms’ music just a few
months before Joachim’s death.

In the summer of 1853, Joachim was
at the University of Göttingen pursuing
studies in humanism, when his friend
Brahms joined him. From references to
making music at all hours, and drinking at pubs at even less godly hours, the
vision of two unruly nineteenth-century
hippies is conjured up! Naturally Joachim
introduced Brahms to his musical friends,
and it was with two of these associates
that Brahms planned a musical joke for
Joachim, namely the “Hymne zur Verherlichung des großen Joachim.” The title
itself is funny – “Hymn to the Gloriﬁcation of the Great Joachim.” (German
native speakers tell me that Brahms’ deliberate misspelling of Verherrlichung—missing one r—is an imitation of a Hungarian
accent, and is perhaps an endearing mocking of Joachim’s own accent.)
Following the title, an inscription
states the piece is from several admirers
listed as Giosoppo (who was Johannes
Brahms), Ottone (Otto Brinkman, a
music-loving law student), and Arnoldino
(Arnold Wehner, who was the music
young director at the university). The
piece turns out to be anything but a respectful hymn. It is scored for two violins
and double bass (the standard core of a
Gypsy ensemble that could be heard in
taverns) and is a waltz that would be quite
at home in a beer garden, accompanied
by the clatter of tankards, noisy conversation, and revelers enjoying themselves. As
if that were not enough, a couple of false
starts are written into the music, with
players ostensibly getting lost while others
stop to tune, and the ﬁrst violinist, speaking his irritation ﬁnally counts oﬀ: “1, 2,
3, 1, 2.” At this point a light-hearted waltz
ensues, complete with a trio section and
some virtuoso Gypsy-style passages for the
ﬁrst violin.
Brahms surely never meant this
piece to be published. He scrupulously
destroyed everything he considered
unworthy of his high standards, and it is
likely that much good music fell into this
category. However, this manuscript was
discovered in the estate of the Joachim
family, and is now to be found in the
Brahms archive of the Staats- und Universitätsbibliothek Hamburg. It was published in facsimile in 1976 by Schubert
and Co. in Hamburg and has been
recorded in the early 1990s by Vladimir

www.astaweb.com | 37

Spivakov along with violinist Robert Salter
and bassist Chris West, in a beautiful
RCA album called It’s Peaceful Here. One
ﬁnds references to the piece in several
works concerning Brahms and Joachim.
However, I have not yet come across any
reference to the origin of the melodies
Brahms used in his joke and believe an
understanding of this enhances the joke
considerably. The main waltz theme is a
parody of Joachim’s Ballade opus 5, No. 3
from his Drei Stücke opus 5 for violin and
piano. The trio section is another parody
of a Joachim composition, from another
set of Drei Stücke opus 2 again for violin
and piano, the Romance, No. 1.
These compositions of Joachim were
well known at the time, the Romance actually being one of Joachim’s most beloved
and frequently played short pieces. It is
transformed into a simpering ditty, while the
Ballade, originally a piece of heroic virtuoso
character in common time, is transformed
into a ﬂippant waltz. Apparently Brahms,
Brinkman, and Wehner performed the
“Hymn to the Gloriﬁcation of the Great
Joachim,” each intentionally taking an instrument they could not play well! Joachim can
be imagined recognizing his melodies parodied, and alternately cringing and chuckling
at Brahms’ inventiveness, and his friends’
performing antics. One wonders if Joachim
would have found this funny had the composer been anyone other than his friend, who
he knew meant the joke with aﬀection and
an underlying respect! (See Photo 4.)
Today Joachim’s most frequently performed compositions are probably a few
of his cadenzas (the cadenza for Brahms’
Violin Concerto seems to be a wonderful
extension of the existing composition) and
his transcriptions of his friend Brahms’
arrangements known as the Hungarian
Dances. There is some renewed interest
in his music. Some overtures and other
orchestral music have been recorded, along with his violin/piano
and viola/piano pieces. There are some superb recordings of his
concertos by Elmar Oliveira, Rachel Barton Pine, Aaron Rosand,
Charles Treger, and Takako Nishizaki (the Concerto No. 2 in
Hungarian style being Joachim’s most celebrated work). Joachim
ceased composing relatively early as his performing activities and
his work at the Berlin Hochschule (both teaching and administrative duties) took more of his time. It has also been speculated
that he felt Brahms could say in his music everything and more
than he himself could say. With the centennial commemorations,
Joachim is being remembered and his importance reconsidered.
We tend to remember the Joachim of earnest portraits, thinking of him as a legendary and remote ﬁgure from long ago. With
this hymn, Brahms shows us another side of his friend and of
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their friendship. Despite our awe at their great achievements, we
can appreciate that such artists were indeed human beings with
strengths, insecurities, joys, and sorrows like all of us. This piece
gives us a delightful picture of both Brahms and his distinguished
friend Joachim as human beings “letting down their hair.”
John Thomson is a New Zealand violinist and
associate professor of violin and viola at the
University of South Dakota. He has appeared on
CD recordings and in recitals throughout the USA,
Europe, and Asia. He is pictured here with the
viola once owned by Joseph Joachim, made by
Gaspar da Salo. The instrument is now part of
the collection in the National Music Museum on
the campus of the University of South Dakota.
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any Viewpoints for Many Sounding Points:
Approaching Francklin’s Quartet

by Jeﬀrey Levenberg
Considering all of the variables cumulatively responsible for “string sound color,” it
is baﬄing on one hand, that the bow’s complete oeuvre of “sounding points”1 upon
the string does not appear to be pedagogically formalized. On the other hand,
this negligence seems completely reasonable. After all, how many compositions
explicitly require the bow—with the equivalent precision of the left hand—to use
the entire string? Yet, while studying one storied curiosity, it became apparent that
such a challenge has been implicitly oﬀered. It remains to be acknowledged. But to
fully appreciate this composition and to foresee its implications, some prerequisite
considerations are in order.
The presence and intensity of a stringed instrument’s partials—a most important
variable in sound color—depend upon where the string is excited into vibration.2
Of course it is commonly known that sul ponticello and sul tasto alter the spectrum
of partials. But, as the Nobel Prize laureate C.V. Raman more speciﬁcally demonstrated: The eﬀect of any of the harmonic components of the [bow’s] impressed force
depends upon the point at which it is applied, vanishing when it is applied at a node,
and increasing gradually as it is removed further and further from it.3
In other words, a partial may be isolated for elimination (by bowing on one
of its nodes) or intensiﬁcation (by bowing in proximity to one of its nodes). The
physicist’s term “node,” by the way, need not seem foreign to readers as yet unacquainted with it. After all, nodes dictate the locations upon the string used to
produce “harmonics.” For example, the second partial, has a node at 1/2 the string’s
length; the third partial has nodes at 1/3 and 2/3 the string’s length; the fourth at
1/4, 1/2, and 3/4, and so on.4 John Backus explained that a harmonic is produced
“If we [lightly] touch the vibrating string at some point, the vibrations will be
stopped for all [partials] except those that have a node at the point touched; these
can keep on vibrating.”5 In contrast, bowing on a node has an “inverse” relationship
to harmonics: those partials that have a node at the point bowed can not be excited
into vibration.5
by James Stern
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For clariﬁcation, I have included the following chart to list speciﬁc applications of one most commonly used node:

That the entire string may be bowed is not often of pedagogical consideration. One rare instance, however, may
be found in Carl Flesch’s The Art of Violin Playing: A little-known, exceedingly charming eﬀect can be obtained, if the
purpose is to sound very far away by not using any pressure or weight, along with an apparently exaggerated use of the
ﬁngerboard region. Doing this produces a totally “dematerialized” sound and subconsciously conjures up a memory of
the “distant” stop of the organ.6
Without having similarly explored the entire string’s sounds, one may be suspicious that bowing too far from the bridge
always results in the undesirable. But this false suspicion would inadvertently condemn some of our own heritage. Indeed
the scholar Werner Bachmann noted that medieval performers bowed the “strings roughly in the middle or the ﬁrst third
of its length.”7 Furthermore, it must be recognized that such a suspicion reﬂects our “culture where pitch is governed by law
while timbre is governed by taste.”8 With the blending of global musics, there is much to be learned from cultures in which
timbre (and not pitch) is governed by law. Consider David Rycroft’s discussion of the isigankuri (an African bowed string
instrument) as one prime example of wide bowing parameters: Remarkable bowing technique [is] employed, by which
means one or other of a limited number of harmonics is elicited from the string…The harmonics are selected solely by
means of the friction bow, without any additional ‘harmonic ﬁnger-stopping’ by the left hand.9
Compared to the isigankuri player, the common Western “maps” of sounding points probably seem quite undeveloped. After all, the portion of the string generally designated as sul tasto is substantially longer than the portion between
bridge and ﬁngerboard. The wealth of sound colors (both soft and loud)10 found over the ﬁngerboard are categorically
left indistinguished from each other.11
Now it must be acknowledged that bowing according to nodal locations has been considered too “subtle” and its
“means of expression doubtful.”12 This may be granted for some sounding points, but certainly not for all. Imagine one
scenario from the above chart: If performing a C4 harmonic on a C3 string (in which the odd partials are removed from
the spectrum) is often considered a valid means of expression, then why should bowing on the C4 node on the same C3
string (in which, “inversely,” the even partials are removed from the spectrum) be deemed doubtful? Thus, the total range
of sounding points should also be subjectively tested outside of the laboratory in more artistic domains. However, despite
previous calls to do so,13 there has been little impetus to act. After all, with such a wealth of coloristic nuances available to
the string player, what need is there to bow the entire string? But imagine being stricken of practically all other capabilities. Realistically, who would even want to play?
One such inordinately constricting composition—yet ironically a piece that many students, professionals, and
amateurs alike may want to play—is Benjamin Francklin’s [sic] String Quartet.14 Given the Quartet’s ﬁve simple dancemovements, it is not too challenging to “ﬁnd the design” of the music’s phrases, as Pablo Casals demanded of each performance.15 However, as the performers are constricted to using only scordatura open strings and their bows, the real test
of imagination lies in designing sound color. Of course various dynamics and articulations are appropriate. But without
conjunctively varying sounding points according to acoustical verities, the colors of this piece run the severe risk of becoming monotonous (antithetical to the common axiom of variety). As evidence of this, consider the following
spectrographic analysis of the Kohon Quartet’s pioneering performance.16 This tool will concretely assist with
Yehudi Menuhin’s recommendation of forming an “image of [the] particular work.”17 It will direct our
attention to aspects of the Quartet that may have previously escaped scrutiny.
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Figure One: Spectrographic Analysis of Francklin’s String Quartet, First Movement

The reader only needs to be informed that 1) time passes horizontally, 2) the partials present at a given moment are seen vertically
(low register towards the bottom and high register towards the top), and 3) the conglomeration in the lowest register is recording noise
from the phonograph (and should be otherwise ignored).18 Hence, the quartet’s entire spectrum of partials is ever present. Such an interpretation has roots in the common prescription that an “optimal sound—a colorful one, rich in overtones—must be played as close
to the bridge as possible at the chosen dynamic level and bow speed.”19 This approach, as pedagogically endorsed by advocates of “bow
guides,”20 certainly has its place when all tools are at hand. But with Francklin’s Quartet, it may interfere with moving beyond superﬁcialities into a deeper interpretation.
So, how may sound color be designed in Francklin’s Quartet? One answer, as Franz Kneisel advocated, is that “The executant
must prepare his eﬀect by means of the color opposed thereto, and produce it either by transition or spontaneously.”21 Thus, as generalities, many partials must be opposed by few partials, and their intensities must vary. As these oppositions are to be discovered within
the entire oeuvre of sounding points, it is now evident that Francklin foresaw the “de-territorialization” of the bow.22 Unconﬁned, the
bow works upon all of the string in the search for variety. And though this may be deemed an aﬀront to current performance and pedagogical fashions, who is to say that it is not beﬁtting for the composer’s mysterious intentions?23 Indeed the entire string may be bowed
without turning into the “tumblers and rope dancers who execute diﬃcult things”24 (who were so despised by Benjamin Franklin).
There are no pre-ordained, universally applicable “optimal” sound colors for Francklin’s Quartet. With such freedom of possibility, a diﬃcult question arises: Where and how to begin? Before approaching the quartet, it would be best to ﬁrst discover all possible
sounding points individually. Surely it is not necessary to be ﬂuent in accoustic formalities to hear and study the entire string’s sounds.
Therefore, a most appropriate beginning—equally mysterious as the Francklin Quartet—would be to reenact an experiment derived
from Robert Fludd’s25 Monochordum Mundi (Monochord of the World),26 which will trigger an empirical orientation to the sounds of
the entire string.27 After this preliminary exercise, one will be suﬃciently prepared for interpretive matters (namely when and where in
the Quartet to mix which sound color with its opposites).
On an open string, slowly guide the bow through all “sounding points” (with all variations of bow speed and weight) from sul
ponticello down to the second partial’s node (again, exactly one-half of the string’s length).28 When “crunches” occur, remember that
nodes of lower partials cannot handle much bow weight.29 But upon reaching the exact half-way point (with light bow weight), note
the extraordinary diﬀerence in sound color. When compared to an “optimal sound,” the string now sounds “dematerialized” (as Flesch
put it). Peter Ammann suggests that “One can easily imagine how deeply Fludd, the alchemist, was moved when, meditating on the
mysteries of the monochord, he suddenly discovered the coniunctio oppositorum [uniﬁcation of the opposites] in its center.”30 While
today’s students will probably not have such an epiphany, they may learn from Fludd that modes of vibration are symmetrical around
the string’s midpoint (remember that most harmonics have multiple locations upon the string). As such, the midpoint may be deemed
a signiﬁcant “landmark” for the bow (just like the bridge).
Seeing a coniunctio oppositorum spectrographically31 will endorse it as a primary sound color pertinent to Francklin’s quartet. Be-
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low, a C3 string is 1) sounded “optimally,” 2) played as a C4 harmonic (not an option for Francklin’s quartet, but relevant to the larger
discussion at hand), and 3) bowed at its midpoint. What better way to oppose many partials with few partials?
Figure Two: Spectrographically Presenting a C3 string Coniunctio Oppositorum

While Fludd’s experiment will be found to elucidate many sound colors, it is only one gateway to studying the entire string. Upon
inventing one’s own experiments, it will be found that complications arise with the de-territorialization of the bow. A few examples
relevant to Francklin’s quartet: The heavy modern bow is not easily shifted with precision over large distances (a baroque bow is better
suited); when choosing a loud sounding point over the ﬁngerboard (say, immediately next to the midpoint) it is all too easy to miss and
squash the sound; the strings are so close together that the left hand often needs to depress the bowed string’s neighbors (to avoid incidental contact); some sounding points are downright diﬃcult to access with thick horsehair and time constraints; and, the instrument’s
body may even prohibit the bow from accessing an entire string!
Such challenges aside, Francklin’s quartet proves to be a terriﬁc—if not surprisingly humbling—introduction to the study of all
sounding points. After all, it is only open strings. Afterwards, shifting the bow according to nodes becomes more challenging when the
left-hand actively changes the string’s length (pitch).32 But a detailed pedagogy for all sounding points should not be presented without
ﬁrst making a case for its application. Hence, this introductory study must leave such considerations untouched in deference to reconsidering Francklin’s quartet. Its possibilities have been underappreciated. With such freedom of bowing to be found within otherwise
constricting circumstances, I need not even impinge on the reader’s imagination by excerpting some of my own interpretations of the
music. The quartet is easily entrusted to the uncommonly broad range of string players to which it may appeal.
Although de-territorializing the bow may be frowned upon by some, understand that I have intentionally invoked such disparate authorities as a Nobel Prize physicist, a renowned violin pedagogue, an isigankuri player, and an alchemist to encourage that the vibrating string is a rare
commonality across many boundaries and eras. Of course the entire string has always been there to be played upon. But should we forget, leave
it to Benjamin Franklin to remind us of its enduring presence—if only so that we may each rediscover this privelege for ourselves.
Note: Figure 1 and Figure 2 may be viewed in color on www.astaweb.com. Visit the AST section for images.
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For years Jeffrey Levenberg wondered “Who actually composed
Francklin’s string quartet?” But it was not until Robert Cogan’s seminar at
the New England Conservatory (where he studied viola with Carol
Rodland and Roger Tapping) that he abandoned this question in favor of
another: “What are the sonic characteristics of Francklin’s string quartet?”
Since then Levenberg has worked to consider the quartet in light of the
contemporaneous vibrating string “controversies” that then resonated in
the academies (as well as in the ensuing studies of Raman). In addition to
playing and teaching things strings, Levenberg has most recently held a composition
fellowship at the Atlantic Center for the Arts, lectured at Yale, Harvard, and Chestnut Hill
Universities, and has been awarded a Naumburg grant by Princeton University. He
welcomes any comments and questions via email: Maestro_JLev@hotmail.com.
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ASTA’s National Conference Continues to Excite
Members About the Future of Strings
Mountains embrace the city of Albuquerque — as did ASTA attendees at the 2008 national conference, held February 28 - March 1.
As a complement to the numerous workshops, pre-conference sessions, master classes, competitions, and exhibits, the downtown area
provided eclectic shops and ﬂavorful restaurants to round out your day’s activities.
Serving as host to most of these events and sessions was the Albuquerque Convention Center and its Kiva Auditorium. The exhibit
hall provided the venue to show-oﬀ new products and services. It also generated unparalleled networking opportunities.
Our entertainment lineup began Wednesday evening with the Albuquerque Youth Symphony Orchestra. Their performance
followed the Foundation reception featuring “50 for 50 New Programs” club members and sponsors. On Thursday evening, Joshua Bell
and Jeremy Denk lived up to their stellar reputation by performing to an enthusiastic crowd in the Kiva Auditorium. The outstanding
performances continued on Friday when the prestigious National High School Honors Orchestra, conducted by Jung-Ho Pak, gave
a free concert for all attendees. Last but not least, the versatile Shanghai Quartet ensemble performed passionately following the Gala
Beneﬁt which raised more than $18,000 through its silent auction. Money from the beneﬁt supports the many programs housed under
ASTA’s National Foundation to Promote String Teaching and Playing.
ASTA thanks everyone who attended the conference. This year’s attendance peaked at 2,100 members, students, and string enthusiasts
alike. And bravo to our sponsors, who played a vital role in the event; we couldn’t have done it without you! See you in Atlanta.

A special thanks to the planning committees for the 2008 ASTA National Conference. The conference’s
success is due in large part to their hard work and dedication.
National Conference Planning Committee
Charlotte Eads, Chair
Michael Alexander
Karen Higdon
Debra Myers
Pam Phillips
Stanley Chepaitis
Penny Meitz
Deanna Tompkins, Staﬀ Associate
National Orchestra Festival Committee
Jim Palmer, Chair
Mary Wagner
Libby Dietrich, Staﬀ Associate

National High School Honors Orchestra
Brian Cole, Chair
Gwen Armwood
William Bitter
Sarah Black
Shelly Burger
Chuck Cushinery
David Eyler
Michael Gagliardo
Johnette LeBlanc
Peter Lemmonds
Clark Sheldon
Lucas Shogran
Libby Dietrich, Staﬀ Associate
Alternative Styles Conference Planning Committee
Stanley Chepaitis, Chair
Renata Bratt
Jody Harmon
Munikanthe Kulasinghe
Katharine (Kip) Mason
Beth Danner-Knight, Staﬀ Associate
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Exhibit Hall’s Popularity Never Wanes at National Conference
We are grateful to the following companies for showcasing their products and services at the national conference. The exhibit hall
activities create excitement and set the tone for networking, demonstrating, visiting, and selling. Hundreds of attendees roam the aisles
and gain insight into new industry innovations and “tried and true” products. It’s never too early to reserve your booth space for the
2009 national conference to be held March 19 – 21 in Atlanta, Georgia. Contact Beth Danner-Knight at beth@astaweb.com or visit
the conference section of astaweb.com.
ACIS/Encore Tours
A Little Bit of This…
Alfred Publishing Company, Inc.
Amati’s Fine Instruments
Anne Cole Violinmaker
ARCUS USA
Australian Music Publishers Assoc.
Bärenreiter
K. Beckmann & R. Isley Violinmakers
John Benham
Boosey & Hawkes
BowStopper Enterprises,LLC.
Brigham Young University
Carl Fischer Music
Carriage House Violins of Reuning & Son Violins
C. F. Peters Corporation

Claire Givens Violins, Inc., Bronze Sponsor
Clark County School District
Classic Musical Instruments

Clemens Violins, Violas & Violoncellos, Bronze
Sponsor
CodaBow International, Ltd., Silver Sponsor
Colorado State University
Concord International Group
Conductors Guild
Conn-Selmer, Inc.

J.W. Pepper & Son
Kelin Violin Shop
Kendor Music Inc.
Knilling String Instruments
Last Resort Music Publishing
Latham Music, a Lorenz Co.
Lemur Music
Luck’s Music Library
Maison-Bernard
Mark O’Connor Fiddle Camp & Strings Conference
Masters Music Publications
Meisel Stringed Instruments
Mel Bay Publications

Merz-Huber Company, Gold Sponsor
Mona Lisa Sound, Inc.
Music Mart
NAMM, the International Music Products Assoc.
Neil A. Kjos Music Company
Northeastern Music Publications, Inc.
Northﬁeld Press
Oliver Musica USA, Inc.
Otto Musica Corporation
Palm Beach Atlantic University
Peterson Electro-Musical Products, Inc.

The Potter Violin Company, Gold Sponsor

Creative Imperatives

Robertson & Sons Violin Shop, Inc.
Roy Quade Bowmaker
Ruﬁno Violins

D’Addario & Company, Inc., Silver Sponsor

Shar Products Company, Platinum Sponsor

David Kaemmer’s Fiddle Tune of the Month
Eastman Strings, Inc.
Electric Violin Shop
The Enterprising Rabbit
Finale & SmartMusic
The FJH Music Company
Frederick Harris Music Company
Frisch and Denig Custom-ﬁtted Violin and Viola Chinrests
G. Edward Lutherie, Inc.
G. Schirmer, Inc.
Hal Leonard Corporation
Happynex
The Heart of Chamber Music Inst.
Heinrich Gill Violinmakers
G. Henle USA, Inc.
Howard Core Company
Interlochen Center for the Arts
Jiang Violins
Jonas Music Services, LLC.
Jonathan Cooper Violinmaker
JonPaul Bows
JulieLyonn.com

Snow Stringed Instruments
Soﬁa Violins
Soundwaves Recording
Southwest Strings
Starling Project Foundation
Steven M. Tinling Violinmaker
String Letter Publishing/Strings Magazine
Strings Music and More, LLC.

Connolly & Co., Inc., Gold Sponsor

StringWorks, Inc., Silver Sponsor
Super-Sensitive Musical String Company
SYMERGE
SYNKROS
Tempo Press
Travel Adventures
Universal Music
The Violin Shop
William Harris Lee & Co., Inc.
Wood Violins
W&W Musical Instruments Co./Venus Harps
Yamaha Academic and Institutional Relations

Yamaha Corporation, Platinum Sponsor
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Photo Gallery

The San Antonio Independent School District’s “All District” Mariachi band
strolled the exhibit hall setting a festive tone for attendees.

Harold TurbyÀll instructs participants
on basic string maintenance.

A vendor makes sure that all products are lined up and ready for
inspection.

A steady crowd kept vendors busy throughout the conference.
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Vendors proudly display their products.

A Shar Music representative plays an
impromptu piece on the bass.

Participants enjoyed many different topics
at this year’s conference sessions.

2008

National Conference
Silent Auction Raises Awareness and Funds
for National Foundation
Once again, this year’s silent auction had all the essential elements for success: bidders, attractive auction items at a variety of prices,
staﬀ to coordinate and help put it together, and most importantly… a goal of raising money to help support the National Foundation
to Promote String Teaching and Playing.
Attendees were oﬀered the chance to bid on nearly 100 items donated by individual and corporate members, manufacturers, and
state chapters of ASTA. Donating an auction item is one of the best ways for companies to promote their product. For individual
and state chapter donations, it is a terriﬁc way to show your support for ASTA’s educational programs. Items ranged from musical
instruments to vacation packages.
This event oﬃcially ends the “$50 for 50 New Programs” campaign. “We sincerely thank everyone who contributed to the
campaign and silent auction,” said Donna Hale, ASTA executive director. “Our members’ generosity helps to ensure a future for string
education.” Look for details about our new development campaign soon.

Judy Bossuat considers bidding on a state basket.

A special pink guitar, donated by Alfred,
was purchased by a school in Virginia.

Donations are displayed for members to view and bid on.

Andrea Meyers is hoping that her bid is
the winner.

David Littrell entices the audience to purchase a print.
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National Orchestra Festival
The ﬁfth annual ASTA National Orchestra Festival (NOF) was held in conjunction with the national conference in Albuquerque,
New Mexico. The NOF, graciously sponsored in its entirety by Yamaha, featured 17 ensembles from middle/junior high schools, high
schools, and youth orchestras from all across the country. Jim Palmer served as NOF chairman and deserves kudos for his hard work in
making this event a grand success.
The young musicians gained more than just competition experience. Meeting and becoming friends with peers from diﬀerent areas
of the country prepares them for college as socialization is vital for success in any ﬁeld. Experiencing elective master classes with prestigious clinicians can be added to their student resume. As a fun element, specialty tee-shirts with the NOF logo in purple were popular and
worn with pride. NOF ended on a high note as well with an awards banquet featuring a surprise performance by Mark Wood.
The winning orchestra and grand champion of the 2008 NOF was Virtuoso Program Orchestra da Camera conducted by George
Thomson from San Anselmo, Calif. As the grand champion, the group gave a winner’s concert for conference attendees, parents, and
friends on Saturday, March 1 at the Kiva Auditorium.
Competitive groups perform for placement within their own division: middle school, high school, or youth orchestra. Several
groups also performed to receive ratings and comments from adjudicators. They were based on technique, tone quality, intonation,
rhythm, and interpretation.

Final Results

Grand Champion
Virtuoso Program Orchestra da Camera, George Thomson, conductor

San Anselmo, California

Middle School String Orchestra Winner
1. Las Flores Middle School String Ensemble, Steve Beneﬁeld, conductor
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Las Flores, California
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National Conference
High School String Orchestra Winners

1. Virtuoso Program Orchestra da Camera
San Anselmo, California
George Thomson, conductor

2. Punahou Symphony Orchestra Strings
Honolulu, Hawaii
Craig Young and Jonas Carlson, conductors

3. Iowa City West High School Symphony
String Orchestra
Iowa City, Iowa
Wayne Thelander, conductor

High School Full Orchestra Winners

1. Las Vegas Academy Philharmonic Orchestra
Las Vegas, Nevada
Karl Reinartz and Brian Downey, conductors

2. Springville High School Philharmonic
Springville Utah,
Sam Tsugawa, conductor

Congratulations to all the talented young musicians who participated in the 2008 NOF. Thank you to adjudicators John
Clinton, Kathleen Horvath, and Ray Ostwald. And lastly, thanks to clinicians Bob Phillips and James Kjelland, and the
many elective master class clinicians.
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2008 Conference Award Winners Photo Gallery
Artist Teacher Award, Sponsored by Kay Logan

Eleonore Schoenfeld
(Posthumously)

Alice Schoenfeld

Traugott Rohner Leadership in the Music Industry Award

L. Dalton Potter

Isaac Stern International Award
Photo by Jonathan Levine

Arts Philanthropist of the Year Award

Itzhak Perlman

Kay Logan

Distinguished Service Award

Victor Sazer

Elizabeth A.H. Green School Educator Award

Susan Ellington
52 | American String Teacher | May 2008

National High School
Honors Orchestra
The 2008 National High School Honors Orchestra was glorious
under the direction of Jung-Ho Pak. The 110 musicians of the
2008 NHSHO qualiﬁed through a competitive audition process
at the state and national levels. They came together for four days
of intense rehearsals before treating attendees to a grand performance at the Kiva Auditorium on Friday, February 29. For
a listing of NHSHO participants visit astaweb.com. Thank you
to The Potter Violin Company for sponsoring this memorable
event and to chair Brian Cole for all his hard work.

Thank You to Our
Sponsors!
ASTA would like to thank the following
companies for their generous support
of the 2008 National Conference:
National Orchestra Festival Sponsorship
Yamaha Corporation of America
National High School Honors Orchestra
The Potter Violin Company
Gala BeneÀt Evening (Silent Auction, Concert)
Connolly & Co.
Exhibit Hall Grand Opening Reception
Merz-Huber Company
OfÀcial Conference Program
Shar Products Company
Conference Tote Bags
Shar Products Company
Friday Evening Reception Exhibit Hall
D’Addario & Co.
Dessert Reception in Exhibit Hall
StringWorks, Inc.
Coffee Break in Exhibit Hall (Fri)
Claire Givens Violins
Coffee Break in Exhibit Hall (Sat)
StringWorks, Inc.
Jam Session
D’Addario & Co.
Master Class Sponsors
Alternative Styles - D’Addario & Co.
Chamber Music - D’Addario & Co.
Cello - Shar Products Company
Violin - Shar Products Company
Viola - Clemens Violins, Violas &
Violoncellos
Artist-Teacher Award
Kay Logan
Session Sponsors:
Nebraska Chapter of ASTA
Virginia Chapter of ASTA

POWER CAN
BE YOURS!
With Peter Zaret’s patented bass bar
As reviewed in the May 2003 issue of
Strad Magazine and the March 2004
issue of Strings Magazine, Dr. Zaret’s
amazing bass bar releases the power,
depth, and brilliance of stringed instruments while allowing for an easier
response. The bass bar can be retrofitted
into existing instruments.
Fine selection of violins, violas
and cellos in all price ranges with and
without the new bass bar.
Exceptional sounding smaller size instruments
for young string players
•
•
•
•

25 Years Experience
Exceptional Quality
Satisfaction Guaranteed
Personalized Service by Peter Zaret, Graduate
of Juilliard, Doctor of Musical Arts
• Expert Repairs
• National Rental/Purchase Program
• Orders Shipped Promptly Anywhere in US
For more information
please visit our website at

www.zaretandsonsviolins.com

PETER ZARET & SONS VIOLINS, INC.
1-888-VIOLIN2 (846-5462)

5767 Mayfield Rd., Cleveland, OH 44124
email: pzaret@concentric.net
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Summer Conferences
July

June

OSU Summer String Teacher
Workshop

ASU String Teachers Workshop

June 23 – 27

July 6-12

Kids Fiddling Workshop
Kids Mariachi Workshop

The Ohio State University

Arizona State University School of Music

Columbus, Ohio

Herberger College for Kids

Contact: Robert Gillespie

Contact: Margaret Schmidt

1866 College Road

P.O. Box 870405

110 Weigel Hall

Tempe, AZ 85287-0405

Columbus, OH 43210

Phone: 480/965-8277

Phone: 614/292-2336

Fax: 480/965-2659

Fax: 614/292-2336

Email: marg.schmidt@asu.edu

Email: Gillespie.5@osu.edu

Website for Teachers Workshop

Website: www.music.osu.edu/stringteacherworkshop

HerbergerCollegeAtLarge.asu.edu

FACULTY

Website for Kids Workshop:
herbergercollegeforkids.asu.edu

FACULTY
Noé Sanches –
Jaime Johnson –
Carol Matthusen –
TBA –
Doris Gazda –
Sara Duce –
Raquel Ramos –

Mariachi
Violin/Viola
Cello
Bass
Reading Orchestra
Children’s Fiddling Workshop
Children’s Mariachi Workshop

See our ad on page 27 for more information.

Michael Allen – Professor of Music Education,
Florida State University
David Becker – Director of Orchestra Studies,
Lawrence University Conservatory of
Music
Bob Gillespie – Professor of String Education/
Pedagogy, Ohio State University
Lynne Latham – leading string music publisher and
composer
Richard Meyer – nationally recognized composer for
school orchestras and teacher
Bob Phillips – eminent string clinician and composer/
arranger
Daryl Silberman – leading alternative styles clinician
and performer

See our ad on page 58 more information.
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Strings Without Boundaries: Jazz, Fiddle,
Rock, and World Music

July 14 – 18

Duquesne University

Summer Conference
2008 Members-Only
Calendar Listing

Mary Pappert School of Music
Pittsburgh, PA
Contact: Anoush Tchakarian
600 Forbes Avenue
Pittsburgh, PA 15282
Phone: 1/800/934-0159
Email: summermusic@duq.edu
Website: www.music.duq.edu or
www.stringswithoutboundaries.com

FACULTY
Julie Lyonn Lieberman – Violin, word music, improvisation,
teacher training
Martin Norgaard – Violin, jazz, improvisation, teacher
training, composition
Janet Farrar-Royce – Violin and viola, American ¿ddling,
group instruction, teacher training
Matt Turner – Cello, rock, Arabic music,
improvisation, teacher training
Roy Sonne, founder and artistic director –
Violin, improvisation, technique
Stephen Benham, director –
Cello, Eastern European music,
group instruction
Robert Gardner – Bass, jazz, rock, improvisation,
group instruction
Steven Vance – Violin, electronic instruments

See our ad on page 69 for more information.

August
String Institute

August 24-25

June 10 - 21

July 7 – 19

June 23 - 28

July 8 – 19

Kansas City Cello Clinic
UMKC Conservatory of Music
and Dance
Kansas City, Missouri
gibsonmb@umkc.edu and
enyeartc@umkc.edu
conservatory.umkc.edu/cmda
Fresno PaciÀc Summer Music
Camp
Fresno PaciÀc University
Fresno, California
dieterwulfhorst@fresno.edu
www.fresno.edu/music

June 28 - July 2

ODU High School String Camp
Old Dominion University
Diehn Fine and Performing
Arts Building
Department of Music
Norfolk, Virginia
lmanning@odu.edu
http://al.odu.edu/cma

June 29 – July 26

Green Mountain Chamber
Music Festival
University of Vermont
Burlington, Vermont
gmcmf@aol.com
www.uvm.org/gmcmf

July 5 – 28

California Summer Music
Stevenson School
Pebble Beach, California
csm@csmusic.org
www.csmusic.org

July 6 – 12
Opus 118 Harlem School of Music
Contact: Karen Geer
103 E. 125th Street, 7th Floor
New York, NY 10035
Phone: 212/831-4455
Fax: 212/831-5155

The Ohio State University
Summer String Teacher
Workshop
The Ohio State University
Columbus, Ohio
gillespie.5@osu.edu
music.osu.edu/
stringteacherworkshop

Chamber Music for Intensive
High School and College
Musicians
Valparaiso University
VU Center for the Arts
Valparaiso, IN
Contact: June DeForest

Chamber Music Institute/
Southern California
Cerritos, California
chambermusic@earthlink.net
www.chambermusicinstitute.com

July 13 - 23

International Music Institute
and Festival USA
Mount St. Mary’s University
Emmitsburg, Maryland
institute.festival@gmail.com
www.intermusearts.org/imif

July 13 – 19

15th Annual Oklahoma City
University Bass Camp
Wanda L. Bass Music Center
Oklahoma City University
Oklahoma City, Oklahoma
jschimek@okcu.edu
www.okcu.edu/music

July 13 – August 3

Conservatory of Music in the
Mountains
Fort Lewis College
Durango, Colorado
ocramer@newconservatory.org
www.newconservatory.org

July 20 – August 9

Prelude Music Academy
Bishop O’Connor Center
Madison, Wisconsin
info@preludemusic.org
www.preludemusic.org

Email: kgeer@opus118.org
Website: www.opus118.org

PRESENTERS
Roberta Guaspari
Julie Lyonn Lieberman
Diane Monroe
Lynelle Smith
Nick Tzavaras

See our ad on page 57 for more information.
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Teaching Tips

by Jennie Lou Klim

Patterns for Practice
We Wonder Why
What does a football player, marathon runner, or world class gymnast have in common with the violinist? What is the one thing
that all athletes do before the practice, the run, or the routine?
They very slowly bend and stretch, each one preparing the muscles
for what’s to come. The violinist-athlete must do likewise. Before
the scale, the etude, or the solo is tackled, the ﬁnger muscles
need to bend and stretch. The ﬁngers must, very slowly, establish
the hand patterns that will enable the playing of “Go Tell Aunt
Rhody” or a Mozart concerto.
I decided to analyze just how many patterns the violinist
uses (in the major keys) and was amazed to discover that the total
number is really only four! So, to be ready for the task at hand,
the student or professional violinist prepares the hand by going
over the ﬁnger patterns. Even the youngest beginner can warm-up
with one pattern, creating a habit for years to come.
Let The Fun Begin
Encourage every student to play each of the following patterns, very
slowly and carefully, with a solid tone, SIX times, every day.
The Basic Pattern: the major tetrachord begins on the open
string. The half step falls between the second and third ﬁngers:
0 1 23 4.
The Lowered Second Pattern: the minor tetrachord begins on
the open string. The half step falls between the ﬁrst and second
ﬁnger: 0 12 3 4.
The Big Stretch Pattern: the major tetrachord begins on the
ﬁrst ﬁnger, and the third ﬁnger is in the higher position, close to
the fourth ﬁnger: 1 2 34.
We all know that the major scale has three consecutive whole
steps. When they are found on one string, we have....
The Big, Big Stretch Pattern: no two ﬁngers are close together. Begin with the ﬁrst ﬁnger, and play three consecutive whole
steps: 1 2 3 4.

It’s Beginning To Make Sense
With just these four patterns, every one-octave major scale can be
played in ANY position.
1. When a scale begins on the open string or fourth ﬁnger, you
use the Basic Pattern.
2. When a scale begins on the third ﬁnger, you use the Lowered
Second Pattern.
3. When a scale begins on the ﬁrst ﬁnger, you use the Big
Stretch Pattern.
4. When a scale begins on the second ﬁnger, you use the Big,
Big Stretch Pattern.
The Mystery Is Solved
The mystery of playing scales quickly and easily is solved by
thinking in patterns. When the scales are played by rote, or with
the eyes closed, the focus is on intonation and dexterity. Trying to
think of all the sharps or ﬂats, before or during the scale, can be
diﬃcult, confusing, and distracting. The major scales are logical
and consistent:
0 1 23 plus 0 1 23 equals G, D, or A
3 4 12 plus 3 4 12 equals C, or G
1 2 34 plus 1 2 34 equals Ab, A, Eb, E, Bb, or B
2 3 4 1 plus 2 3 4 1 equals Bb, B, F, or Gb
Remember the simple rule: any pattern, played twice, equals
a major scale.

During 50 years of teaching violin in her private studio, Jennie Lou Klim developed string programs in public school systems, founded music
festivals and summer string camps, and conducted workshops with beginning, as well as established string teachers. Throughout the years, she
attended many teacher training and ASTA chamber music workshops in the United States and Europe. She has played violin professionally as a
member of the Dayton (Ohio) Philharmonic, Tampa Philharmonic (Florida), Johnstown and Westmoreland Symphonies (Pennsylvania). Many of her
former students are members of professional orchestras, have private studios, and teach in the public school system or on the college level. She
and her husband live in Melbourne, (Florida), where she continues an active schedule of teaching, performing, serving as a consultant or clinician,
and writing her own method books for beginning string students.
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Notes
Alfred Begins Scholarship
Fund in Honor of Mark
Williams
Alfred Publishing joins the music community in celebrating the
life and works of Mark Williams. Mark was a talented musician
and one of our most proliﬁc composers of school band and orchestra music, with his works and method books used worldwide.
His undeniable talent and infectious love of music have made a
lasting impact on the music education world.
In honor of Mark’s lasting contributions to music education,
Alfred has set up the Mark Williams Memorial Fund for Educators, which will award scholarships to music educators to attend
the annual Music for All Summer Symposium for professional
development held at the Illinois State University. Please visit musicforall.org for more information on how
you can make a contribution or apply for
the scholarship.
Mark was one of the premier composers for school bands and orchestras. Coauthor of the Accent on Achievement Band
Method, he had more than 200 published
works to his credit and traveled worldwide
as a clinician and conductor.
“Mark was a warm, kind, generous
and brilliant human being and he will be
greatly missed by all who knew him, or
experienced his great music,” said Andrew
Surmani, vice president & marketing managing director for Alfred. “We will always
miss him, but he will live on in our hearts
and through his music.”

Mark Williams
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The Harp Gathering
The Harp Gathering, to be held May 16 – 18 and directed by
Denise and Michael Grupp-Verbon, is the ﬁrst event of its kind in
the Midwest. It features performances and workshops by Pamela
Bruner, TAPESTRY (Denise and Michael Grupp-Verbon), Timothy Harper, and Frank Voltz.
The schedule allows time for attendees to meet and mingle
with the performers and presenters. There are opportunities to
visit the exhibits, relax, and browse the Sauder Historic Village in
Archbold, Ohio.
“The Ensemble Experience” will be directed by Frank Voltz
and features new arrangements by Voltz and Denise Grupp-Verbon. For more information, please go to
www.harpgathering.com.
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ASTA Publications
Pricing Guide:
M= Member
NM=Nonmember

New Books
Honey Bee’s Song
by Cynthia Swiss
$9.95 M $12.95 NM

Pedagogy
General
The Teaching of Action in String
Playing by Paul Rolland
$37.50 M $48.75 NM
Violin
Basic Principles of Violin Playing
by Paul Rolland
$10.50 M $13.65 NM
A Comparison of Violin Playing
Techniques: Kato Havas, Paul Rolland,
and Shinichi Suzuki by Marianne
Murray Perkins
$31.95 M $41.55 NM

Improvise! by Jody Harmon, includes CD
$25.95 M $33.75 NM
Jazz Improvisation Made Easy by Jody
Harmon and John Blake, includes CD
$25.95 M $33.75 NM
Available for violin, viola, and cello.
Specify which of the three JIME! books
you want on the order form.
Manual of Orchestral Bowing
by Charles Gigante
$21.95 M $28.55 NM
Orchestral Bowings and Routines
by Elizabeth A.H. Green
$16.50 M $21.45 NM
The School Symphony Orchestra
Experience: A Guide to Establishing a
Full Orchestra in the Schools
ed. Pamela Tellejohn Hayes
$13.95 M $15.95 NM

The Violin Guide by Stefan Krayk
$10.00 M $13.00 NM

String Teaching in America: Strategies
for a Diverse Society ed. Jane Aten
$17.95 M $22.95 NM

A Violinist’s Guide for Exquisite
Intonation by Barry Ross, second ed.
$19.95 M $25.95 NM

Teaching Stringed Instruments in
Classes by Elizabeth A.H. Green
$21.75 M $28.30 NM

Viola
Playing and Teaching the Viola
ed. Greg Barnes
$43.95 M $56.95 NM

Resource

A Violist’s Guide for Exquisite
Intonation by Barry Ross
$19.95 M $25.95 NM
Cello
The Art of Cello Teaching
by Gordon Epperson
$11.95 M $15.95 NM
Cellist’s Guide to the Core Technique
by G. Jean Smith
$14.50 M $18.85 NM

Classroom & Orchestra
Getting It Right from the Start ed.
Kathlene Goodrich and Mary Wagner,
second ed.
$19.95 M and NM
A Harp in the School: A Guide for
School Ensemble Directors and Harpists
ed. Chelcy Bowles
$17.95 M $22.95 NM

Basic String Maintenance: A Teacher’s
Guide by Harold TurbyÀll
$17.95 M $22.95 NM
Dictionary of Bowing and Pizzicato
Terms ed. Joel Berman,
Barbara G. Jackson, Kenneth Sarch
$16.50 M $21.45 NM

Research
Applying Research to the Teaching and
Playing of Stringed Instruments
ed. Gail V. Barnes
$32.95 M $42.85 NM
The Bach Chaconne for Solo Violin
ed. Jon F. Eiche
$12.95 M $16.85 NM
The Ten Beethoven Sonatas
by Joseph Szigeti
$4.00 M $5.20 NM

*Shipping is only included on individual purchase of bumper stickers, keychains, and/or
membership pins. If ordering books or CDs along with either of these, you MUST add shipping
according to the chart on order form.
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Compendiums
String Syllabus Volume One, 2003
Edition for Violin, Viola, Cello, Bass,
and Ensembles ed. Gregory Hurley
$24.95 M $32.45 NM
String Syllabus Volume Two for Harp
and Guitar ed. David Littrell
$19.95 M $25.95 NM

Music Medicine
Sforzando! Music Medicine for String
Players ed. Anne Mischakoff Heiles
$8.75 M $11.40 NM
Stretching for Strings by Jack Winberg,
M.D., and Merle F. Salus, M.S.T.
$19.95 M $25.95 NM

Miscellaneous
Advocating for Strings DVD
free M, $9.95 NM
Alternative Styles In the Classroom DVD
$20.00 M, $26.00 NM
Discovering Strings and Orchestra DVD
(program-speciÀc, please visit
www.astaweb.com for more details)
Ultimate Strings, Vol. 1: Alternative Styles CD
$9.95 each (M and NM price same)
Ultimate Strings, Vol. 2:
Classical Virtuosity CD
$9.95 each (M and NM price same)
Cello Drones CD
$10.00 M $12.00 NM
Award CertiÀcates
$12.95 M $14.95 NM (per pack)
Each pack includes 25 certiÀcates.
Please specify which award you want:

Achievement Award, Spirit Award, Director
Award, Student Leadership Award, Most Improved

Director’s Awards Pack
$27.95 M $32.95 NM
Contains 10 of each certiÀcate.
Director’s PLATINUM Awards Pack
$54.95 M $59.95 NM
Contains 25 of each certiÀcate.
ASTA Pin*
$7.00 each

ASTA Keychain*
$4.75 each

I Ɔ Strings Bumper Stickers*
$12.00 per pack of 10
CareersInStringTeaching.Com
Bumper Stickers (Free, min. order pack of

25, but please add shipping/handling fee of
$2.50 per pack on these stickers only)

Publications Order Form
Order online at www.astaweb.com.
Item #

Title

Price

Quantity

Total

_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________
_________________________________________________________________________________________________________

Name______________________________________________
ASTA Member ID #___________________________________
Full Address ________________________________________
___________________________________________________

Allow 4 to 6 weeks for delivery. NO RETURNS will be accepted unless order
was damaged or incorrectly Àlled. Prices subject to change without notice.
Call 703/279-2113, ext.10, about special discount pricing for large orders.

Subtotal ____________________________________________
VA RESIDENTS ADD 5% SALES TAX_____________________________

___________________________________________________

SHIPPING*

Phone Number ______________________________________

Total_______________________________________________

Email ______________________________________________

Shipping Fees (within USA and Canada*)
Order Subtotal
Fee
Up to $34.99........................................................................................$5.95
$35.00 – $99.99.................................................................................$9.95
$100.00 – $249.99......................................................................... $13.95
More than $250.00.......................................................................... $15.95

Payment
 Check (enclosed, payable to ASTA, in U.S. dollars)
 VISA

 MasterCard

___________________________________________________
CARD #
EXP. DATE
___________________________________________________
SIGNATURE

____________________________________________

Send order to:
ASTA Publications
4153 Chain Bridge Rd. • Fairfax, VA 22030
or fax to 703/279-2114
Order online at www.astaweb.com.
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ASTA

Membership Application
Your Personal Information
Please complete all of the sections below. To help reduce errors, please print clearly.

 New Member

 Renewing Member (ASTA ID) ___________ Referral Source _____________________________

Full Name________________________________________________________________________________________________
Address _________________________________________________________________________________________________
City, State, Zip ____________________________________________________________________________________________
Home Telephone __________________________________ Work Telephone _________________________________________
Fax_____________________________________________ Email __________________________________________________
Professional Title __________________________________ Professional Institution_____________________________________
Date of Birth _____________________________________ Anticipated Graduation Date_______________________________

Your Profession

Check only 1 primary profession
Check any secondaries that apply

Primary













Secondary
Higher Education

High School

Middle/Jr. High School

Elementary School

School (Multilevel)

Private Studio

Performer

Conductor

Retired

Music Administrator

String Enthusiast

Student


Your Instrument

Check only 1 primary instrument
Check any secondaries that apply

Primary
Secondary
Violin


Viola


Cello


Double Bass


Guitar


Harp


Brass


Keyboard


Percussion


Woodwind


Other (please list)


_______________________________

Other Memberships
 AHS
 MENC
 SAA

 ISB
 CMA
 MTNA
 IAJE
 Other: __________

Contribution to Foundation

Make a tax-deductible charitable contribution.

 $5 – $25
 $50 – $100

 $26 –$49
 More than $100

Choose from the following
those directories you wish to
be excluded from:
 Online Membership Directory
 ASTA Email Announcements
 Mailing Labels

Membership Category Check only one, dues paid annually.

Totals

 Professional............................................................................ $96

Membership Category .......................................... $ ____________

 Senior ...................................................................................... $68
 Full-Time Student (ID req.) .................................................. $44
(Please provide valid proof of student status for this special rate;
otherwise, you will be charged the full Professional rate. Date of
birth and anticipated graduation date must be completed above.)

Foreign Postage ..................................................... $ ____________
(U.S. residents: postage included. $5 for Canada/$10 for Other)

Membership Lapel Pin ($7 each) ........................ $ ____________
$50 for 50 New Programs ($50) ....................... $ ____________
Membership CertiÀcate ($10 each) ................... $ ____________

 Dual .......................................................................................$134

Grand Total............................................................. $ ____________

 Library Subscription ............................................................. $75

Payment Information

For information on institutional membership, call 703-279-2113, ext. 16.
Dues are for individual membership only. Dues are nontransferable and
nonrefundable. There is a $27 charge on items returned from the bank.

 Check made payable to ASTA
Check # ___________
 VISA
 MasterCard
Card #____________________________________________
Exp. Date ___________ Sig. __________________________

IMPORTANT ALERT! RESPONSE NEEDED!
ASTA can now deliver messages and conduct association business
online. By completing my email address below, I hereby give my consent to the electronic transmission of member materials and electronic
voting regarding ASTA matters via the Internet at the following email
address:________________________________________________

66 | American String Teacher | May 2008

Membership applications should be returned to:
ASTA Membership Department
4153 Chain Bridge Road; Fairfax, VA 22030
Or use your credit card to join online at www.astaweb.com.

If your chapter is not listed, it is considered inactive. To receive a registration packet for re-establishing a student
chapter, please contact the National ofÀce at 703/279-2113 or send email to Kari Hahn at kari@astaweb.com.

ASTA Student Chapters
Augustana College
Kelly Helmich, President,
kelly-helmich@augustana.edu
Janina Ehrlich, Advisor
janinaehrlich@augustana.edu
Luvliga Srtangar Chapter
639 38th Street
Rock Island, IL 61201-2210
Baldwin-Wallace College
Adam Paul Cordle, President
adam.cordle@gmail.com
Julian Ross, Advisor
jross@bw.edu
275 Eastland Rd.
Berea, OH 44017
Ball State University
Christine Jones, President
cmjones87@gmail.com
Kristin Turner, Advisor
kturner@bsu.edu
2000 University Avenue
Muncie, IN 47306-0001
Central Washington University
Carrie Rehkopf Michel, Advisor
rehkopfc@cwu.edu
400 E University Way
Ellensburg, WA 98926-7502
Concordia College
Kelly Aus, President
kjaus@cord.edu
Jane Linde Capistran, Advisor
capistra@cord.edu
901 8th St. South
Moorhead, MN 56560
Converse College
Michele Tate, President
jennifer.tate@converse.edu
Sarah Johnson, Advisor
sarah.johnson@converse.edu
580 East Main Street
Spartanburg, SC 29302-1931
Duquesne University
Alexis Kitchen
kitchena@duq.edu
Stephen Benham, Advisor
benham@duq.edu
600 Forbes Avenue
Pittsburgh, PA 15219-3016
East Carolina University
Kathryn York, President
kjy0923@ecu.edu
Greg Hurley, Advisor
hurleyc@ecu.edu
Fletcher Music Center, 307 B
Greenville, NC 27858
Florida State University
Julia Castor, President
juliacastor@yahoo.com
Michael Allen, Advisor
mallen@mailer.fsu.edu
College of Music
Tallahassee, FL 32306
Grand Valley State University
Amanda Thoms, President
thomsa@student.gvsu.edu
John Blakemore, Advisor
blakemjo@gvsu.edu
1300 Performing Arts Center
Music Department
1 Campus Drive
Allendale, MI 49401-9403
Indiana University of Pennsylvania
Liesel Dorrow, President
l.a.dorrow@iup.edu
Linda Jenkins, Advisor
ljenning@iup.edu
103 Cogswell Hall
Indiana, PA 15705
James Madison University
Alex Lacquement, President
lacquead@jmu.edu
Robert McCashin, Advisor
mccashrd@jmu.edu
JMU School of Music
Harrisonburg, VA 22807

Kansas State University
Laura Bradshaw, Cora Cooper, Advisor
corac@ksu.edu
Department of Music
109 McCain Auditorium
Manhattan, KS 66506-4700
MansÀeld University
Stephanie Swart, President
swarts@mounties.mansÀeld.edu
Kenneth Sarch, Advisor
ksarch@mansÀeld.edu
Butler Music Center 106
MansÀeld, PA 16933
Michigan State University
Caitlin Mihalko, President
mihalkoc@msu.edu
Judy Palac, Advisor
palac@msu.edu
102 Music Practice Building
East Lansing, MI 48824
Minnesota State University - Moorhead
Haley Rydell, President
haleyrydell@hotmail.com
Kirk Moss, Advisor
mosskirk@mnstate.edu
1104 Seventh Avenue South
Moorhead, MN 56563-0001
Northwestern University
Lindsay Klecka
lklecka@gmail.com
James Kjelland, Advisor
kjelland@northwestern.edu
60 Arts Circle Dr.
Regenstein Hall, Rm. 202A
Evanston, IL 60208
Ohio University
Morissa R. Freiberg, President
mf245504@ohio.edu
Marjorie Bagley, Advisor
bagleym@ohio.edu
440 Robert Glidden Hall
Athens, OH 45701
Old Dominion University
Jessica Metcalf, President
jmetc001@odu.edu
Lucy Manning, Advisor
lmanning@odu.edu
Diehn FPA
4810 Elkhorn Ave.
Norfolk, VA 23529
Pennsylvania State University
Matthew Haydt, President
mjh5156@psu.edu
Robert D. Gardner, Advisor
rdg13@psu.edu
231 Music Building I
University Park, PA 16802-1901
Sacramento State University
Emily Wolfram, President
emilywolfram@gmail.com
Judy Weigert-Bossuat, Advisor
Jwbossuki@onebox.com
6000 J Street
Sacramento, CA 95819
SUNY Potsdam
Shawn DePalma, President
depalm64@potsdam.edu
Sarah Hersh, Advisor
hershss@potsdam.edu
44 Pierre Port Avenue
Potsdam, NY 13676-2200
Tennessee Tech
Michael Neal, President
maneal21@tntech.edu
Dan Allcott, Advisor
dallcott@tntech.edu
Department of Music and Art
Tennessee Tech Box 5045
Cookeville, TN 38505

University of Arizona
Toru Tagawa, President
tagawat@email.arizona.edu
Donald Hamann, Advisor
dhamann@email.arizona.edu
PO Box 210004
1017 N. Olive Rd.
Music Bldg. Rm 109
Tucson, AZ 85721-0004
University of Nebraska - Lincoln
Muriel Huckins
muriel.huckins@gmail.com
David Neely, Advisor
dneely1@unl.edu
120 Westbrook Music Bldg, UNL
Lincoln, NE 68588
University of North Carolina at Greensboro
Annalisa Chang, President
acchang@uncg.edu
Rebecca MacLeod, Advisor
viola-studio@uncg.edu
Gate City ASTA
PO Box 26167, School of Music
Greensboro, NC 27402
University of Northern Colorado
Joe Miller, President
jsl.miller@gmail.com
Juliet White-Smith, Advisor
Juliet.Whitesmith@unco.edu
501 20th Street
Greeley, CO 80639
University of South Carolina
Stacy Wiley, President
longsm4@mailbox.sc.edu
William Terwilliger, Advisor
wterwilliger@mozart.sc.edu
234 Russell House, SG 189
Columbia, SC 29208
University of Tennessee
Katie Middleton, President
kmiddle1@utk.edu
Wesley Baldwin, Advisor
wbaldwin@utk.edu
UT School of Music
Knoxville, TN 37996
University of Texas - San Antonio
Matthew Bernard and
Darryl Tolliver, Co-presidents
bbmatty1@hotmail.com or xeritha@sbcglobal.net
Jennifer L. Cahill Clark, Advisor
jennifer.cahillclark@utsa.edu
One UTSA Circle
San Antonio, TX 78249
University of Wisconsin - Whitewater
Nicole James
jamesne22@uww.edu
Benjamin Whitcomb, Advisor
whitcomb@uww.edu
800 W Main St.
Center of the Arts, Room 2038
Whitewater, WI 53190-1705
VanderCook College of Music
Fabian Lopez, President
Áopez@vandercook.edu
Racheli Galay-Altman, Advisor
rgalay@vandercook.edu
3140 S. Federal Street
Chicago, IL 60616
West Virginia University
Elyse Brandt, President
leesie17@hotmail.com
Mikylah Myers McTeer, Advisor
mikylah.mcteer@mail.wvu.edu
Division of Music
PO Box 6111
Morgantown, WV 26506-6111
Western Michigan University
Emily Kenney, President
e5kenney@gmail.com
Bruce Uchimura, Advisor
bruce.uchimura@wmich.edu
1903 W Michigan Ave.
School of Music
Kalamazoo, MI 49008-5200

ASTA K–12 Student Chapters
Chamber Music Connection
Emily ButterÀeld
ebutterÀeld@core.com
977 Pennsylvania Avenue
Columbus, OH 43201-3334

Etowah Youth Orchestras
Michael Gagliardo
mikegagliardo@culturalarts.org
501 Broad Street
Gadsdenm, AL 35901-3719

McEachern High School
Dr. Tim Mooney
mtc10554@cobbk12.org
2400 New Macland Road
Powder Springs, GA 30127

Chancellor High School
Michelle Sweeten
msweeten@hs.spotsylvania.k12.va.us
6300 Harrison Road
Fredericksburg, VA 22407-6363

James River High School
Beth Almore
beth_almore@ccpsnet.net
3700 James River Rd
Midlothian, VA 23113

North Allegheny Senior High School
Sarah Lavelle
slavelle@northallegheny.org
10375 Perry Highway
Wexford, PA 15090
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Showcase
Mona Lisa Sound Announces
New Website

Zyex Violin And Viola Strings
Now Available In Fractional Sizes

Mona Lisa Sound has a new website, www.MonaLisaSound.com.
Completely re-designed, the website features the latest in design
technology to make ﬁnding, listening to and buying classic rock
string sheet music, CDs, downloads and gifts an enjoyable and
easy experience. Visit all the new sections - Sheet Music, Hampton String Quartet, CDs plus Downloads and Gifts + Books,
to fully experience all that Mona Lisa Sound has to oﬀer. All
of the newest arrangements are now online, joining Mona Lisa
Sound’s 75-plus arrangements, all with music samples, the ﬁrst
page of each score, tips, inspiration for the arrangement, and
highlighted solos with an easy-to-use, superglide feel. The website
is the result of months of intense creative work by Mona Lisa
Sound founder John Reed and represents the best of computer
technology for the casual and advanced user. Mona Lisa Sound’s
newest arrangements include: “Every Breath You Take” (Sting/The
Police), “Helplessly Hoping” (Crosby Stills and Nash), “Lola”
- Ray Davies (The Kinks), “Carry On Wayward Son” (Kansas),
“Money” (Pink Floyd), “The Rain Song” (Led Zeppelin), and
“Ruby Tuesday” (The Rolling Stones). Double Bass parts are now
available to many of the arrangements.

Strings Will Utilize A New Conﬁguration of the Current Zyex
Composite Synthetic Core
D’Addario announces an improved version of the popular Zyex
violin strings, using a new conﬁguration of the current composite
Zyex synthetic core material. Zyex is a new generation of synthetic
material. Zyex strings are versatile and are excellent for a variety of
musical styles from classical to modern or jazz to country.
The advanced core conﬁguration allows musicians to have an even
greater ability to control the ﬁner nuances of their tone. The strings
also remain stable in tuning and have the fastest break in time of
any synthetic string on the market. Zyex strings maintain a warm,
rich tone quality. For more information on D’Addario products,
visit www.daddariobowed.com.

One Ounce Wonder:
New MCT-8L Clip-On Tuner
from Meisel
Compact and convenient, the MCT-8L is
small enough to ﬁt into a pocket, but
intelligent enough to distinguish between
a single instrument and other noises in a
room. By picking up vibrations, rather
than sounds, the MCT-8L remains
unaﬀected by ambient noise, but it
measures only 1.75” x 1.75” x 0.5”
without clip or 2.2” with clip.
Ideal for students and professionals
alike, the MCT-8L can clip onto virtually any instrument. It features a tuning range of 12 note full range chromatic: A2-B7 and
a standard pitch of 420-460Hz in 1 Hz steps. It’s also accurate
within +/- 0.5%.
With a non-volatile memory, the MCT-8L preserves settings,
making it easy—and quick—to use whenever necessary. The LCD
display is also clear and easy-to-read, even featuring a light. The
MCT-8L uses one CR 2032 coin battery.
For more information, visit www.meiselmusic.com Email:
info@meiselmusic.com or call (800) MEISEL M (634-7356).
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Call for Showcase
Would you like to have exclusive placement of your company’s new
products, services, or information “showcased” in the next American String Teacher (AST) and on our website? If the answer is “yes”
please send all releases, not more than 300 words, to
maryjane@astaweb.com. This extraordinary beneﬁt is oﬀered to
String Industry Council members only.
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Volunteer Leadership Directory
State Presidents

As with the National Board, the following state chapter presidents have been elected to serve a two-year term (2008–2010).
Alabama: Anne C. Witt; School of Music, Box
870366, 810 2nd Ave, Tuscaloosa, AL 354870001; h (205) 344-4032; w (205) 348-1460;
awitt@music.ua.edu.
Alaska: Sandra Shoulders; P.O. Box 236,
Talkeetna, AK 99676-0236; h (907) 733-3050;
tkb@alaska.net.
Arizona: Ann Elana Williams; 5370 N Salida Del
Sol Dr, Tucson, AZ 85718-5419; h (520) 5297435; w (520) 529-5400;
thewilliamshouse@aol.com.
Arkansas: Steven Bird; College Hill Middle School,
1600 Forest, Texarkana, AR 71854-7401; h
(501) 513-9439; w (501) 450-5761; stevenbird1000@hotmail.com.
California: Gayane Korkmazian; 289 S. Armstrong,
Fresno, CA 93727 h 559-255-5803
Colorado: Andrea L. Meyers; 4881 E Greenwich
Dr, Highlands Ranch, CO 80130-5205;
h (303) 470-7730; w (303) 387-3055;
andrea.meyers@dcsdk12.org.
Connecticut: Janet Farrar-Royce; 30 Holly Mar Hill
Rd, Northford, CT 06472-1119;
h (203) 484-2235; w (203) 272-3249;
jfroyce@cshore.com.
Florida: Jessica Talbot; 5907 Turnbull Dr., Orlando, FL
32822; h (407) 207-4474; jtcellofsu@gmail.com.
Georgia: David Starkweather; 115 Richard Way,
Athens, GA 30605-4420; h (706) 354-0802; w
(706) 542-2780; dastark@uga.edu.
Hawaii: Duane Padilla; 1535 Pensacola St, #PH2,
Honolulu, HI 96822; h (808) 566-6659; w (203)
496-3678; padilladj@aol.com.
Idaho: Erika Schulte; 1135 East Benton St., Pocatello,
ID 83201-4843; erikaschulte_53@msn.com
Illinois: Joanne T. May; 1 S 640 Brook Ct, Glen
Ellyn, IL 60137; w (630) 424-6752;
jjszm@earthlink.net.
Indiana: Kathy Schemine; 7693 Willow Ridge, Fishers,
IN 46038; h (317) 845-7477; w (317) 594-4190
x12521; kschemine@gmail.com.
Iowa: Julia K. Trahan; 703 W Main St, Steamboat
Rock, IA 50672-1006; h (641) 920-7021;
w (319) 273-3074; julia.trahan@uni.edu.
Kansas: Rebecca G. Meis; 9311 W 150th St, Overland Park, KS 66221; h (913) 402-7319;
w (913) 780-7140;
rmeison@mail.olathe.k12.ks.us.
Kentucky: Nancy J. Campbell; 2012 St Stephens
Green, Lexington, KY 40503;
h (859) 338-7866; w (859) 381-3332;
njcviola@aol.com.
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Louisiana: Michael Buckles, 413 West Claude St.,
Lake Charles, LA 70605-3405;
w (337)-475-5034; mbuckles@mail.mcneese.edu.
Maine: Lauren Rioux; 50 Winnocks Neck Rd, Scarborough, ME 04074-8548;
h (207) 883-4968; laurenrioux@hotmail.com.
Maryland/DC: Cynthia Swiss; 4403 Falls Rd, Baltimore, MD 21211; h (410) 889-8325;
w (410) 363-0600 x270; cswiss@mcdonogh.org.
Massachusetts: Jane E. Ezbicki; 60 Bellefontaine
Ave, Framingham, MA 01701-4263;
h (508) 877-7195; w (508) 358-3724;
ezbick@rcn.com
Michigan: Steve Reed; 1610 Sun Prairie Dr, St.
Joseph, MI 49085; h (269) 429-8120;
w (269) 926-3344; dietrichreed@yahoo.com.
Minnesota: Lorie Hippen; 2360 Hillview Rd,
Mounds View, MN 55112; h (763) 785-9528; w
(612) 668-4341; ljhippen@msn.com.
Mississippi: Xie Song; 2113 Pinehaven Dr., Jackson, MS 39232; W (601) 992-4209; songxie66@hotmail.com.
Missouri: James E. Richards; 3015 Durwood Dr,
Florissant, MO 63033; h (314) 831-1760;
w (314) 516-5936; JamesRichards@umsl.edu.
Montana: Jennifer Smith; 1306 3rd Ave N, Great
Falls, MT 59401; h (406) 452-9072;
w (406) 452-9072; jlsmithvla@hotmail.com.
Nebraska: Patricia Ritchie; 13905 Pierce St., Omaha,
NE 68144; w (402) 894-6024; pritchie@tconl.com.
Nevada: Charles Cushinery; 5826 W. Viking Rd,
Las Vegas, NV 89103-2336;
h (702) 876-8768; w (702) 799-5800 4063;
chukcush@hotmail.com.
New Hampshire: This position is currently vacant.
New Jersey: Mary Ann Mumm; 49 Crest Rd, Ridgewood, NJ 07450; h (201) 612-8513;
w (201) 390-5325; mamumm@msn.com.
New Mexico: Anne M. Karlstrom; 501 Solano Dr
SE, Albuquerque, NM 87108-2668;
h (505) 265-5474; acmk@osogrande.com.
New York: Tony Pinelli; 34 Wyoming Dr, Huntington
Station, NY 11746; h (631) 271-3138;
w (516) 767-5910; apinelli@portnet.k12.ny.us.
North Carolina: Nancy E. Bargerstock; 321 Delmar
St, Boone, NC 28607; h (828) 265-1233;
w (828) 262-6457; bargrstockne@appstate.edu.
North Dakota: Kari Moen; 202 22nd St., NW, Minot,
ND 58703; w (701) 240-9993; krmjjt@minot.com.
Ohio: Elizabeth A. Hankins; 12963 Emerson Ave,
Cleveland, OH 44107-2809;
h (216) 534-4121; w (216) 529-4051 x3;
elizabeth.hankins@lakewood.k12.oh.us

Oklahoma: Charlene Dell; 4100 Glasgow Dr, Norman, OK 73072; h (405) 573-2951;
w (405) 325-0168; cdell@ou.edu.
Oregon: Marshall Tuttle; Mt. Hood Community College, 26000 SE Stark St, Gresham, OR 970303300; h (503) 618-8655;
w (503) 491-7010; inotmark@aol.com.
Pennsylvania/Delaware: Robert Gardner; 210
Music Bldg, 1 Penn State University, University
Park, PA 16802-1901; h (814) 235-9729;
w (814) 863-2367; rdg13@psu.edu.
Rhode Island: Christine Harrington; 151 Olearos
Hill Rd, Moosup, CT 06354-1816;
h (860) 564-1601; w (401) 451-0680;
cellobrate@aol.com.
South Carolina: Kathy Robinson; 300 Bright Water
Ln, Greenville, SC 29609; h (864) 232-0175;
ksr29@aol.com.
South Dakota: Robert Vodnoy; 815 South State St,
Apt 18, Aberdeen, SD 57401-6248;
h (602) 626-0596; w (605) 626-2519;
Robert.Vodnoy@northern.edu.
Tennessee: Gary Wilkes; Chattanooga School for
the Arts and Science, 865 East Third St, Chattanooga, TN 37403-1304;
h (706) 866-9644; w (423) 209-5837;
garyw509@aol.com.
Texas: Margaret Johnson; 804 Stags Leap Dr,
McKinney, TX 75071-2980; h (469) 396-0260;
w (469) 742-4955; mbjviolin@aol.com.
Utah: Deanne Helquist; 575 North 400 East,
Lindon, UT 84042-1551; h (801) 785-2671;
dshelquist@msn.com.
Vermont: Michael Hopkins; 230 College St, Unit 1,
Burlington, VT 05401; h (802) 864-2483;
w (802) 656-7767; mhopkins@zoo.uvm.edu.
Virginia: Helen F. Fall; 4318 Argonne Dr, Fairfax,
VA 22032-1405; h (703) 425-9279;
w (703) 425-9279; VAViola@aol.com.
Washington: Charles Schooler; 2408 South Bay Rd,
Olympia, WA 98506; h (360) 943-2317;
w (360) 596-7000; c.schooler@comcast.net
West Virginia: Ian A. Jessee; 1581 Lee St E, Apt B,
Charleston, WV 25311-2403;
h (304) 345-1845; ianstro@charter.net.
Wisconsin: Geraldine O. Grine; 1229 Merritt Ave,
Oshkosh, WI 54901-5347;
h (414) 231-0176; w (920) 424-4020 x624;
Leiko@execpc.com.
Wyoming: Sherry Sinift; 157 Corthell Rd,
Laramie, WY 82070-4825; h (307) 745-8662;
sinift@uwyo.edu

Alternative Styles Task Force
Robert Gardner, Chair, rdg13@psu.edu
Renata Bratt
Andrew H. Dabczynski
Steven Muise
Jed Fritzemeier
Beth Danner-Knight, Staff Associate

2009 National Orchestra Festival
Committee
Kathleen D. Brungard, chair
Libby Dietrich, Staff Associate

2009 National Conference Planning
Committee
Karen Higdon, chair
Susan DuBois
Charlotte Eads
Ruth Kurtis
William Scott
Deanna Tompkins, Staff Associate

2009 Alternative Styles Conference
Planning Committee
Randy Sabien, chair
Beth Danner-Knight, Staff Associate

2009 Alternative Styles Awards
Committee
Matt Turner, chair
Libby Dietrich, Staff Associate

Advocacy Committee
Robert Gillespie, Chair, gillespie5@osu.edu
John Benham
Donna Sizemore Hale
Bob Phillips

Collegiate String Education Roundtable
Gail Barnes, Chair, gbarnes@mozart.sc.edu

Committee on School Orchestras and
Strings (CSOS)
Ruth Kurtis, Co-Chair, rkurtis@mckinneyisd.net
Denese Odegaard, Co-Chair, denese@cableone.net
Karen Higdon
Elizabeth VanBenthuysen

Committee on Studio Instruction (COSI)
Cornelia Watkins, Chair, rosindust@earthlink.net
Stella Anderson
Elizabeth Blakeslee
Lynne Denig
Petar Kodzas
David Murray

Council of Past Presidents
David Littrell, Chair, dlitmus@ksu.edu

National Foundation to Promote String
Teaching and Playing Committees:
CodaBows for America Community
Outreach Program Committee
Debra Myers, Chair, debra.myers@fcps.edu
Kathy Fishburn
Jeff Van Fossen

Merle J. Isaac Composition Contest
Committee
Robert McCashin, Chair, boborch@aol.com

Potter’s Violins Instrument Awards
Committee
Laura Kobayashi, Chair
Marian Dura
Amy Feldkamp

Special Project Grants Committee
Jeffrey Solow, Chair, solowcello@gmail.com
Marilyn Seelman
Benjamin Whitcomb

Outreach Grants Committee
Beth Gilbert, Chair, bgilbert4@cox.net
John Golden, Staff Associate

Development Committee
Kirk Moss, Chair, mosskirk@mnstate.edu
Leslie Adams Wimsatt
John Golden, Staff Associate
Donna Sizemore Hale, Staff Associate

Instrument SpeciÀcations Brochure
Jacquelyn Dillon-Krass, Chair, jacquelyn.dillon@wichita.edu
Sharon Anderson
Terry Shade
Judy Evans

New Music Reading Folders
Kari Hahn, Coordinator
musicreadingfolders@astaweb.com

Research Committee
Michael Allen, Chair, mallen@mailer.fsu.edu
Michael Alexander
Gail Barnes
Elanine Colprit
Rebecca MacLeod
Jane Palmquist
David Sogin

ASTA with NSOA Past Presidents
Robert Gillespie
David Littrell
Robert Jesselson
Louis Bergonzi

2004-2006
2002-2004
2000-2002
1998-2000

ASTA Past Presidents
Edward H. Adelson
Jacquelyn Dillon-Krass
Anne Witt
Robert Culver
Gerald Doan
Anne Mischakoff
Gerald Fischbach
Lucas Drew
LeRoy Bauer
Phyllis Young
Jerry Kupchynsky
Richard Sieber
Robert Oppelt
Ralph Matesky
Harry Lantz
Howard Van Sickle
Paul Rolland
Robert Klotman
Gerald Doty
Frank Hill
Ernest Harris
Rex Underwood
Duane Haskell

1996-1998
1994-1996
1992-1994
1990-1992
1988-1990
1986-1988
1984-1986
1982-1984
1980-1982
1978-1980
1976-1978
1974-1976
1972-1974
1970-1972
1968-1970
1966-1968
1964-1966
1962-1964
1958-1962
1954-1958
1952-1954
1950-1952
1947-1950

NSOA Past Presidents
Doris Gazda
Peter A. Miller
Robert J. Greenwood
Arlene G. Witte
Pamela Tellejohn (Hayes)
Robert S. Frost
Jerry N. Kupchynsky
James H. Godfrey
G. Jean Smith
C. Gary Iams
James H. Godfrey
John R. Bright
Robert A. Ritsema
Lois Hobbs
James H. Godfrey
Malvin N. Artley
H. Wayne Pyle
Orville “Cy” Dally
Forest A. Etling
Traugott Rohner, Founder

1997-1998
1995-1997
1993-1995
1991-1993
1989-1991
1987-1989
1985-1987
1984-1985
1983-1984
1981-1983
1979-1981
1977-1979
1975-1977
1973-1975
1971-1973
1969-1971
1967-1969
1963-1967
1961-1963
1958-1961

String Industry Council Executive
Committee
Neil Lilien, President, Meisel Stringed Instruments,
info@meiselmusic.com
David Luce, Secretary, J.D’Addario & Company, Inc.
Donna Sizemore Hale, ASTA Executive Director
Mary Wagner, ASTA President
Jeffrey Solow, ASTA President-Elect
Beth Danner-Knight, Staff Associate

Student Chapters Committee
Marjorie Bagley, Chair, bagleym@ohio.edu
Denese Odegaard
Kari Hahn, Staff Associate
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Reviews
String Orchestra
AMADARE (Easy-Med. Easy,
opt. pno). Keiko Yamada.
Carl Fischer, 2007, $40.

Amadare, Japanese for
“raindrops,” is a marvelous
evocation of natural
phenomena from JapaneseAmerican composer Yamada.
The piece begins with the
violins playing pitch sets
representing gentle rain on
the many different kinds
of roofs in a small village
in Japan. Amadare includes
some aleatoric elements
in the writing, along with
lush scoring. This great
opportunity to engage your
students in a unique 20th
century style of writing can
lead to the study of other
compositional styles. Written
in D pentatonic, Yamada
uses lyrical material that
contrasts effectively with the
“showers” of pizzicato notes.
Two violinists must be able
to play in third position for
one note towards the end.
There are dynamic contrasts,
pizzicato and arco, and some
use of divisi in the violas
and cellos. All parts have
good moving lines, with the
cellos playing several solo
lines. This is a piece that will
surprise and delight students
and audiences alike. N.C.

AN AMERICANA MEDLEY
(Gr. 3.5). Trad., arr. John
O’Neill. Great Works/
Ludwig, 2007, $48.

This upbeat arrangement
of familiar patriotic songs
includes “Yankee Doodle,”
“You’re a Grand Old Flag,”
“Columbia, the Gem of
the Ocean,” and “Dixie.”
Excellent parts for every
performer cover keys of C, D,
and G major. All instruments
shift to third position, with
ſfth position for ſrst violins
towards the end. Fingerings
are helpful and clearly
marked. Each tune is heard
at least once in its entirety,
with marvelous transitions
and endings to each, such
that individual songs could

be performed independently.
There are some accidentals
and extensions, but nothing
too tricky. Tempo and style
changes throughout give
energy to the piece and make
good teaching tools. O’Neill
has given us an exciting and
uplifting medley of timehonored tunes that can be
used again and again for
special assemblies, concerts,
and programs. N.C.

go into fourth position, and
basses use the half, second,
and third positions. This
composition is so well written
it is not as difſcult as it
might seem at ſrst glance. Its
unexpected combination of
ancient and contemporary
sound make it compelling
to youth ensembles. It
is an excellent choice to
impress an audience or for
a contest selection. J.F.R.

AWAKENINGS (Gr. 3.5).
John O’Neill. Great Works/
Ludwig, 2007, $48.

INTERMEZZO (Gr. 3). Georges
Bizet, arr. Percy Hall. Great
Works/Ludwig, 2007, $42.

Originally composed as a
string quartet, Awakenings
was expanded to full string
orchestra for the Carson
Valley (Nevada) Sinfonia. The
beautiful melody was written
in reƀection of the composer’s
youth and evokes fond
memories of his childhood.
Lilting 6/8 rhythms and a
gentle counterpoint come
together in this songlike
G major work. The work
follows a rather free rondo
form with a distinctly
contrapuntal texture. First
violin, viola, and bass require
some third position. All
instruments get a melodic
workout. There are many
dynamic and tempo changes—
good lessons for students at
this level. O’Neill suggests
letting the pizzicato sections
ƀow with the same lyrical
grace as the bowed passages. A
small section of senza vibrato
may challenge many students.
This would ſt nicely between
two heavier pieces. N.C.

DORIAN DANCE FOR STRING
ORCHESTRA. Joseph J. Phillips. Southern Music, $40.
This winner of the 1998
Texas Orchestra Directors
Association Composition
contest uses both D and G
dorian scales in a rondo of
meters (2/4, 3/8, 4/4) that
alternate with the anchoring
meter of 7/8. Violins and
violas have some easily
negotiated third position
work. Likewise, the cellos
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This excerpt from Bizet’s
beautiful incidental music
to the play L’Arlesienne, has
standard string orchestra
scoring, with the addition of
a third violin part (not the
same as the viola part) and an
integral piano accompaniment.
This moderately difſcult
piano part could even be
played on harp. The beautiful
soloistic touches add to the
maturity of this arrangement
and contribute essential
arpeggios near the end of the
piece. Equal balance must
be maintained between the
second and third violins and
violas, with some strong
players in each section. First
violins, cellos, and basses
use third and/or fourth
position. Some broad marcato
sections along with many
crescendi and decrescendi
offer some beautiful
phrasing opportunities.
Bold unison passages
contrasted with exquisite
melodic writing make this
a natural for the developing
string orchestra. N.C.

THE KING’S FIDDLERS (Gr.
2, opt. pno). Keith Sharp.
FJH Music, 2005, $35.

My second year orchestra
students loved this highly
energetic eighth-note staccato
piece, which motivated them
to work hard on Baroque
style. All instruments have
interesting parts as well as
several chances to play the
main theme. Set in E-natural

minor, the scale passages sit
well under novice ſngers. First
and second violins use low
second ſngers for C-natural on
the A string and G-natural on
the E string. No accidentals or
other tricky ſnger patterns are
used. All parts, including bass,
can be played in ſrst position.
The best aspect of the piece
is that melody and harmony
parts are included for both
cello and bass, allowing variety
and freedom in arranging
parts as well as adding texture
to a larger orchestra. We
chose to add a repeat at the
end of the 48 measures; on
the repeat, students changed
parts. The ſrst, second,
and third violin/viola parts
are equally interesting, and
students enjoyed the variety.
This served as a great teaching
tool for balance of sound,
highlighting melodic sections,
and matching staccato bow
styles across sections. T.M.

LAST SPRING (Gr. 3). Edward Grieg, arr. John
O’Neill. Great Works/
Ludwig, 2007, $48.

The Norwegian master’s
beloved melody has been
sensitively arranged for string
orchestra. With multiple
expressive opportunities
throughout, this work is the
most fun for the conductor!
String bass is rarely used,
yet is important in this
delicate work. A good cello
section is needed, as second,
third, and fourth positions
and extensions are used
throughout. Carefully
arranged by O’Neill to make
the most of the expressive
qualities of string instruments,
with rich textures and
surprising harmonies, this
arrangement will require very
ſne ensemble playing from the
entire group. Your orchestra
will get a good workout with
phrasing and dynamics. This
is one of Grieg’s most lyrical
and touching works. N.C.

MARCH ROYAL (Beg., opt.
piano). Elliot Del Borgo,
ed. Amy Rosen. Carl
Fischer, 2003, $35.

March Royal will be a very
worthwhile addition to your
elementary music library.
This ſrst-year string orchestra
composition is a wonderful
motivator because the thick
texture of sound makes even
the youngest players sound
like accomplished musicians.
There are three separate
harmonic lines: ſrst violins,
second violins/violas, and
cellos/basses. No ſnger
extensions, slurs, or eighth
notes are included in this
composition. Like most of Del
Borgo’s tunes, this majestic
march encourages players to
use big, broad bow strokes
for a full, rich fortissimo
beginning. Stylistic bow
techniques such as marcato,
legato, accents, and many
bow lifts help to bring variety
of sound. Set in D major, a
contrasting middle section on
the G string cleverly avoids
the dreaded C-sharp. Del
Borgo’s genius is composing
a substantive melodic
theme combined with full
polyphonic harmonies where
all parts share in the interplay
of melodic lines. This 88
measure piece was a powerful
ending to our fall concert.
My beginners felt the thrill
of performing meaningful
music like an experienced
symphony orchestra. T.M.

PROCESSION OF THE NOBLES. Nicolai Rimsky-Korsakov,
arr. Joseph J. Phillips. Mountain Crest/Luck’s Music, $40.
This exciting four-minute
arrangement in G major of
this triple meter standard
includes opportunities for the
ſrst violins to demonstrate
their ability in the positions
and show off their fast and
fancy ſnger work. Viola,
cello and even basses also
get important moving lines
and chromatic passages that
keep them alert and eager
to practice and perform

this piece. An excellent
piece to open or close a
program with! J.F.R.

SCHUBERT MELODY (Med.
Easy-Med., opt. pno). Franz
Schubert, arr. Lauren Keiser.
Carl Fischer, 2007, $45.

Give your more advanced
string group the chance to
play some authentic chamber
music! This popular slow
movement from the Piano
Trio No. 1 for piano, violin,
and cello, is arranged for
string orchestra with or
without piano. It’s classic
Schubert so you’ll ſnd all
the melodic beauty and
surprising harmonies you
expect from him. In 6/8
and D major, the wonderful
moving countermelodies in
all parts lend to the sonority
of this arrangement. The ſrst
violin part divides, so there
are essentially three violin
parts. The high ſrst violin,
cello and bass part all go to
third position. Judicious use
of rubato, legato phrasing
and careful attention to
the dynamic markings will
allow Schubert’s passionate
and distinctive melodic
and harmonic coloration
to shine to best advantage
in this distinguished
setting. A worthwhile
challenge for a more
advanced string orchestra
or chamber group. N.C.

STRING ORCHESTRA PLUS
SERIES. ed. Sandy Feldstein. Sandy Feldstein Music,
$45-50, each with CD.

Feldstein’s series includes
original compositions that
could be considered in the
Contemporary Classical
genre, a few holiday selections,
and other original pieces
rooted in alternative genres
like rock, American ſddling
and the blues. Reminiscent
of the Baroque concerto
grosso, these arrangements
for middle and high school
ensembles combine string
quartets with full string

ensembles in complementary
and contrasting voices with
a contemporary ƀair. They
could be performed by a
small group of soloists, a
small ensemble within a
larger ensemble, two separate
ensembles, or a quartet of
electric instruments with an
acoustic string ensemble. Most
arrangements are between
two and three minutes
long. All but one that this
reviewer perused were in the
ſrst position with rhythms
and melodic lines within
the capabilities of a middle
school ensemble, but all were
musically exciting and fresh
enough to be appropriate for
a more sophisticated group, as
well. Three pieces stood out.
ROCK MY BACH, (arr.
Harold Barnett.) Even through
the strong rock beat, you will
recognize Bach’s Musette from
Anna Magdalena’s notebook
as the basis of this D-major
piece. Effective and appealing
even without electric
instruments, this composition
is a perfect showcase to
contrast your string ensemble
against an electric string
quartet (with effect pedals?)
and maybe a drum set.
FLOURISH, Sandy Feldstein
and Larry Clark, (arr. Jackie
Laurent.) This G major piece
is a perfect opening or closing
piece for your concert. Easy
to get up to tempo, even
for the developing string
ensemble, this piece has the
stamp of strong, dramatic,
and contemporary themes
and active parts for all
sections that we have come
to associate with the music
of both of these composers.
THE SAINTS GO SECOND
LINE, (arr. Harold Barnett.)
The title refers to the New
Orleans style of jazz with
which the arranger sets the
well-known “When the
Saints Go Marching In.” The
optional rhythm track on the
included CD gives the piece
an almost hip-hop feel. A
section for solo improvisations
makes this an excellent piece

to introduce or continue
exploring Alternative styles
with your ensemble. J.F.R.

Violin
EASIEST FIDDLE TUNES FOR
CHILDREN. Larry McCabe.
Mel Bay, 2007, $14.95.

No prior playing experience
or note reading ability is
required for this book for
beginning and intermediate
ſddlers. Solos are written
in both standard notation
and tablature. Every song in
the book is included on the
companion CD. Tablature
doesn’t show rhythms, so
students who cannot read
standard notation will have
to listen to the CD. Tunes
are recorded at a moderate
speed, with count-off
notes and rhythm guitar
accompaniment, and are
repeated twice. There are no
“minus one” tracks, which
would be nice to play along
with once a tune has been
learned. In creating the
arrangements, the author
considered the small hands
of children. All in ſrst
position, most of the notes
are on the ſrst three strings
but no bowings or ſngerings
present inordinate technical
difſculties. Many styles of
ſddling are represented,
including traditional,
Appalachian, Country
Ragtime, Pioneer, Old-Time,
Cajun, Minstrel, Mountain,
19th Century, Outlaw, Irish,
and English. The explanations
at the beginning of the book
are quite thorough: tuning
procedures, holding the ſddle,
positioning the bow arm,
music basics, and how to read
tablature. Guitar, banjo, or
the like can easily accompany
the tunes since chord symbols
are included. This would be
an excellent book for after
school groups and ſddle clubs.
My favorite part is the vintage
pictures of children with
ſddles and/or dolls. N.C.
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CONCERTO IN D MAJOR, OP. 61. Ludwig van
Beethoven. Muzyka/C.F.
Peters, 2007, $16.95.

This outstanding edition of
Beethoven’s famous concerto
contains both the solo violin
part and the piano reduction.
More important, cadenzas
by both Fritz Kreisler and
Joseph Joachim for all three
movements are included.
The edition is very nicely
laid out, with all page turns
in the solo part during a rest
and clearly marked rehearsal
numbers. The 60-page piano
part is easy to read. The violin
part is carefully presented
with orchestra score clearly
marked, allowing the violinist
to play with the orchestra if
desired. Though no credit is
given to an editor, bowings
and ſngerings are well
chosen. The price is less than
others with only one cadenza
per movement (including
Henle, International, Peters,
and Universal). Schirmer’s
edition is cheaper, but does
not state who composed the
cadenzas (again, only one per
movement). Three cadenzas
are available for purchase,
one each by Carl Flesch,
Fritz Kreisler, and Joseph
Joachim, but this adds to the
price of an already purchased
concerto. This is a must for
the collection of any serious
violin player or student. N.C.

POÈME MYSTIQUE (SONATA
NO. 2). Ernest Bloch. Carl
Fischer, 1925/2007, $19.95.

This is the ſrst American
publication of Bloch’s
wonderfully rhapsodic Poème
Mystique. Written in 1924 and
ſrst published by German
publisher F.E.C. Leuckart in
1925, it is typical of Bloch’s
works of the 1920s. The
wide ranging themes and
impassioned tone sound less
“Jewish” than works that
established his international
reputation (e.g., Baal Shem,
Schelomo, Suite Hebraique),
but no less characteristic of
this modern master. Cast in

a single movement, virtually
all its material derives from
the unaccompanied initial
eight-note phrase. Bloch
employs feelings of yearning
and calm, unease and rest,
foreboding and ascension,
while also adding folk-like
momentum throughout. The
emotional and urgent nature
of this challenging piece for
experienced performers will
have audiences on the edge of
their chair from the opening
phrase. This new edition is
a boon to Bloch lovers: easy
to read, with tempos and
instructions clearly marked,
and all but the last page turns
facilitated on rests. Less
expensive than the German
edition and easy to purchase
in the U.S., this piece can
now be added to all violinists’
repertoire—a masterpiece of
beauty and eloquence. N.C.

ROMANCE in Eb Major,
Op. 44, No. 1 (vn, pno).
Rubinstein/Wieniawski, ed.
Tyrone Grieve. International
Music Co., 2006, $14.

One expects a jazzer to take
a ‘standard’ and turn it into
his/her own composition.
For a classical player to do
that is rare today but it was
common practice in the
nineteenth century. The
great Polish violin virtuoso
Wieniawski’s adaptation of
Anton Rubinstein’s oncefamous 1860 Romance for
solo piano is much more
than a simple transcription,
at least in its second half.
After a fairly straightforward statement of the
melody, Wieniawski returns
to the top and really goes
to town with counterpoint
and added harmonies in
double stops, intense octaves
and passagework. As he
and Rubinstein were great
friends—and very likely played
this adaptation together on
their grueling 1872 American
tour (215 concerts!)—I am
sure that the composer
approved. Editor Grieve,
an expert in Polish music,
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and IMC have done good
service with this excellent
edition. The piano score is a
carefully edited ürtext version
while the violin part offers
a choice of ſngerings and
bowings. This work presents
a great opportunity to a
violin student of advancedintermediate level to search for
and discover the ideal balance
between tasteful restraint and
high-romantic expressivity. (In
case anyone is wondering why
a cellist would review a violin
edition, I frequently perform
Piatigorsky’s transcription
of the Romance.) J.S.

Viola
CONCEPT AND STUDY FOR
THE VIOLA: THE LOBKO
METHOD. Mikhail Lobko.
Mel Bay, 2007, $14.95.

This is Lobko’s fourth book.
Prior works include The Violin
Repertoire, cowritten with
Slava Havkin, published in the
early 1980s and used for many
years by music colleges across
Belorussia, and the Concept
and Study for the Violinist. The
Methodical Notes (1999) serves
as a prequel to this current
work, and is included at the
beginning of this volume.
Notes is a thorough look at
the method and technique
of the ſrst lessons. Lobko
discusses desired proſciencies,
choosing a viola, left-hand
technique, placement of
the ſngertips and the shape
of the ſngers, repertoire,
and bowing. His thorough
descriptions explain how best
to help beginning students get
started and move quickly so
that they will be able to play
comfortably anywhere on the
viola, on any string, in any
position, by the end of their
ſrst year of study. This may
sound impossible, but having
implemented many of his
ideas, it is deſnitely attainable.
The remainder of the book,
Conceptual Frames, presents
desired proſciencies, problemsolving tips, symbols used
throughout the book, howto-practice tips, explanation

of the frames, and general
advice. Using arpeggios,
chromatic scales, major scales,
and etudes, Lobko explains
correct left-hand set up to
take the student from ſrst
through eighth position. He
quickly moves through all
the scales, beginning with
C-sharp and ending with
C natural, beginning with
two-octave scales that start
on the ſrst ſnger, moving
to two-octaves scales that
start on the second ſnger,
and ending with three-octave
scales. But this isn’t a rehash
of the Flesch scale books—it
really is quite innovative
and facilitates the discovery
of technical solutions.
Whatever your skill level, if
you are devoted to the noble
art of playing the viola, this
course is sure to enhance
your technique. The Lobko
method will increase your
understanding of playing
throughout the ſngerboard
in the most rational and
comfortable way, and will
enable you to examine and
revise the very way you
handle a viola and bow. The
roots of great success or
unexplainable failure often lie
in simple technical errors that
have become habits. To help
students correct these habits,
brilliant technical concepts
gleaned from various books
by the best viola teachers of
the past are brought together
here in simple, easy-tofollow formulas. N.C.

Cello
BACH’S CELLO SUITES:
ANALYSES & EXPLORATIONS.
Allen Winold. Indiana University Press, 2007, $44.95.
Winold recently released
a two-volume book about
Bach’s cello suites. The
preface mentions that, for all
of the recordings, editions,
and performances the suites
continue to receive over the
years, a full ƀedged, in-depth
analytical study of them has
never been published. This
book certainly ſlls this niche.

Volume I contains the text
while Volume II contains
extensive musical examples.
The 100 pages of text are
divided into eight chapters,
the middle six of which are
devoted to each of the six
types of movements found
within the suites. The ſrst
and last chapters are entitled
Historical Background and
Summary and Conclusions.
While the writing style is
rather dry, the content is very
thorough and detailed, and
usually very clear. Winold’s
explanation of the background
of the source materials for
the suites is by far the best
I’ve ever seen. Another
example is his use of analogies
to help explain various
theoretical concepts. The
musical examples in Volume
II are equally thorough and
detailed. An analysis of the
harmonic progressions,
primary motives, and the
form of every movement is
provided. Winold frequently
indicates additional features as
well, such as fauxbourdon or
linear progressions, distinctive
non-chord tones, phrase and
metric analyses, and changes
to returning material. He
also incorporates a system
for indicating various types
of cadences and “step line”
progressions. In short, this
book contains the most
in-depth and comprehensive
study of the Bach suites that
you will ſnd anywhere, a
veritable treasure trove of
speciſc information. I highly
recommend it to all cellists
and fans of the suites. B.W.

CONCERTO IN E MINOR
for Violoncello and Orchestra, Op. 85 (study score).
Edward Elgar, ed. Jonathan
Del Mar. Bärenreiter Ürtext, 2007, $29.75.
Del Mar, known for his
critical editions of the nine
Beethoven symphonies,
has produced a very ſne
study score of Elgar’s
Cello Concerto. Seven
different editions of the

work were compared and
contrasted, along with two
early recordings with Elgar
himself conducting, and
the result is a historical,
descriptive, and detailed view
of the work in one compact
volume. The introduction
includes an abundance of
historical tidbits—such as
Alice Elgar’s diary entries
about the progress of the
composition and problems
with the rehearsals—altogether
depicting the problematic
circumstances that marked
the inauspicious debut of this
now-revered piece. While the
editor’s effusive description of
the concerto reads like liner
notes, the preface contains
more interpretive particulars
for the performer. The
ultra-clean Bärenreiter score
is rich with thoughtfully
selected and carefully placed
markings, including Elgar’s
choices for bowings for the
ſrst performance. The only
real disappointment is the
score’s repeated references
to a “critical commentary,”
unfortunately available only
in Bärenreiter’s complete
performance edition—but
the scholarly attention
to detail in this small but
substantial score does whet
one’s appetite for more. (See
review of the cello/piano
parts from Bärenreiter in the
August 2006 AST.) C.W.

Guitar
MUSIC THEORY: EVERYTHING YOU WANTED TO
KNOW BUT WERE AFRAID
TO ASK. Tom Kolb. Hal
Leonard Publishing, 2005,
book $7.95, CD $10.

Kolb’s Music Theory is designed
for electric guitarists seeking
to gain an understanding
of music fundamentals and
theory applied to popular
musical forms. Designed as a
supplement for “any guitar
method,” it will be a welcome
resource for teachers who
wish to incorporate music
theory instruction with

beginning and intermediate
students. For those of us who
grew up with columns in
Guitar Player magazine, Kolb’s
book follows in a similar
fashion; offering clear, succinct
descriptions with musical
examples and suggestions for
further application. The book,
sequenced in the manner of
popular fundamentals texts,
also includes more advanced
topics such as determining
key centers, blues harmony
and pentatonic scales, chord
scale relationships, and chord
substitution. In addition,
it offers homework and
quizzes affording written
application of concepts,
and the accompanying CD
includes ear-training quizzes,
concept application, and
backing tracks. The text is
written in clear and simple
language incorporating some
traditional terminology.
Though it is well designed
for introducing concepts—
especially when paired with
application—the supplement
does not offer enough
information or practice to
adequately prepare a student
for post-secondary study. M.Z.

Harp
AFFAIRS OF THE HARP.
Samuel O. Pratt, www.colinharpmusic.com, 2006, $35.

Originally published in
1964, this is still a useful and
delightful addition to the
harpist’s studio of materials.
Pratt describes the contents
as “maintenance and repair
and discussion of literature,
technique…for the performer,
teacher.” Although about
one third of the 37 chapters
are geared towards the pedal
harp, this book is a valuable
resource for all harpists.
There is also discussion for
conductors and composers,
of harp history, care, and
shipping. The 46 delightfully
humorous Harpoons by
Don Bluth alone are worth
the effort! D.G.V.

ALBORADO (Morning Serenade) (pedal and lever
harp). Samuel O. Pratt. www.
colinharpmusic.com, 2006, $7.
Charles Colin originally
published this intermediate
arrangement in 1966. Lois
Colin has re-released it,
along with a large selection
of additional material by
Pratt and others. Written
in 6/8, this recital piece has
a few clearly marked lever
(pedal) changes, p.d.l.t.,
thumb slides and sixteenthnote patterns. A few helpful
ſngerings are noted and
helpful stems indicate which
hands to use where ſngerings
are not indicated. D.G.V.

BESIDE STILL WATERS.
Joanna Mell. www.joannamell.com, 2002, $22.

This comb-bound collection
of 13 selections features a
combination of hymns and
Celtic tunes for early to midintermediate players. D.G.V.

GROOVY SONGS OF
THE 60S, arranged for
all harps. Sylvia Woods.
Woods Music & Books,
2007, $28.95. Available
from www.harpcenter.com.

This delightful, spiral bound
collection of 40 tunes are
arranged in groups like
“Peace and Love” and “Folk
Roots Tradition.” Ranging
in difſculty from advanced
beginner to intermediate
(a few can be played by
beginners), each tune includes
a fun historical footnote
about its origin. Lever
changes are marked with
the diamond method as well
as the “high F-sharp, low
G-sharp” method, and pedal
changes are included below
the staff. Some tunes include
a chart at the beginning,
indicating what levers to set.
Chord symbols are provided
throughout, as well as most
ſngerings. You will ſnd tunes
familiar to most age groups.
An excellent investment,
this book is particularly ideal
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for interactive programs and
background music. There
are even a few children’s
selections. D.G.V.

PEACEFUL PIECES. Joanna Mell. www.joannamell.com, 2007, $13.50.

This collection of nine
selections includes traditional
melodies (“The Water is
Wide,” “Lady Hamilton,”
and “Kitty Nowlan”) and
original tunes by Mell.
These late beginner/early
intermediate selections in C
and G use 4/4 and 3/4 time
signatures. Special features
include triplets, dotted
rhythms, rolled chords in two
directions, and grace notes.
These truly peaceful selections
lie easily into the hand and
will be a nice complement to
your repertoire. The original
tune titles are descriptive and
inspiring, such as “Rocking on
the Waves” and “Lullaby for
the Lord.” These selections
will be ideal for programs,
background and therapy
music, religious ceremonies,
and lesson repertoire.
Fingerings and chord symbols
are not provided. D.G.V.

Chamber Music
FANTASIA IN F MINOR
FOR STRINGS (score).
W.A. Mozart, ed. Christopher Hogwood. Bärenreiter, 2007, $14.65.

One of Mozart’s greatest and
most dramatic contrapuntal
works, written during the ſnal
year of his life, Ein Orgelstück
für eine Uhr, K. 608, is little
known because of its unusual
scoring for mechanical organ
in a clock. This commission
for ceremonial music came
from Count Deym von Stritez
in Vienna, who had opened
a mausoleum and wanted
funeral music to be heard each
hour upon the stroke of the
clock. This exhibit outlived
the composer and, although
the cylinders pinned with
Mozart’s music have since
disappeared, the music was

written down and appeared in
print in 1799 as a fantasy for
piano four-hands. A quartet
version also appeared during
this time, published by Johann
Traeg. This A-B-A piece lasts
about eight minutes; the
A section is a wild allegro
with an artfully worked out
fugal theme, representing the
restlessness of human life, and
the B section is a delightful
and delicate adagio bringing
tears to the eyes and a longing
for higher places. The source
for this edition is a fairly
complete manuscript from
the National Library of the
Czech Republic in Prague.
Hogwood has made this short
masterpiece available for the
ſrst time for string quartet or
chamber orchestra by adding
an optional double-bass line.
This edition contains a preface
discussing the work’s history
and performance practice,
as well as a detailed critical
commentary in English
in the back, explaining all
changes and markings found
throughout the piece. N.C.

MELODY (IN F), Op. 3,
No. 1 (vn, va, vc; also for
vn, pno; va, pno; vc, pno).
Anton Rubinstein, arr. Wolfgang Birtel. Schott/Hal
Leonard, 2007, $15.95.

The great Russian pianist
Anton Rubinstein (182994) was, like most 19thcentury performers, a serious
composer but, alas, his only
work that retains any sort
of popularity today is his
morceaux for solo piano,
Melody in F, hardly played
except in transcriptions for
violin or cello and piano
of which there have been
innumerable versions. Most
of those transcriptions are
out of print so here are some
new string arrangements
including one for viola—all
of which are very similar
except for the octave—plus
one for string trio, the most
successful of these adaptations.
Birtel has tried to navigate a
path between originality and
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ſdelity to the original score in
his arrangements: he retains
the two chromatic interludes
that most transcriptions
either delete or transform
into cadenza-like episodes
but he tacks one of these on
to the beginning, creating an
eight-measure introduction.
He also sought to create parity
among the parts by divvying
up melodic duties—effective
in the string trio version but
less so when the string soloist
pizzicatos or tremolos while
the piano takes the tune. For
string and piano transcriptions
of the Melody, my favorites
are David Popper’s for cello
(in D Major) and for violin,
one by the great Hungarian
violin teacher and close
friend of Rubinstein, Leopold
Auer (which also has a
cello version by Wilhelm
Müller). Although out of
print, a little searching can
probably unearth them. J.S.

QUINTET IN B-FLAT MAJOR
(Solo db or vn, 2 vn, va, vc).
Domenico Dragonetti, ed.
Nanna Koch. Doblinger, 2006,
parts $36.25; score $20.

As part of Koch’s dissertation
Concertante Curiosities:
The quintets for Solo
Double Bass, or Solo Violin,
and Strings by Domenico
Dragonetti (1763-1846), this
well researched edition of
Dragonetti’s Quintet in
B-ƀat Major offers various
performance opportunities.
In addition to be performed
as a challenging concertante
work for double bass, it can
also be performed by solo
violin with string quartet
accompaniment. Through
her research, Koch has
edited a work of far superior
quality to Dragonetti’s oftperformed Concerto. With
assistance from Vladislav
Riabokon, the solo part is
immensely playable, although
for advanced players only.
As one of the few works
published from Dragonetti’s
manuscripts in the British
Museum, it is refreshing to

see a clearer glimpse into his
compositional techniques.
The set of movements
shows his predilection
towards alternating slow
and fast movements. Taken
from sources ranging from
quintet to piano settings,
this edition does a good
job of retaining period
articulation markings. When
looking for a wider variety
of chamber music including
double bass, this quintet is
a great choice to broaden
the repertoire. Hopefully
Koch and Doblinger will
invest time in publishing the
ſve remaining manuscript
concertante quintets in the
British Library. Bravo on a
beautiful publication. P.W.S.

STRING QUINTET IN C
MAJOR, op. 163 D. 956 (2
vn, va, 2 vc). Franz Schubert,
ed. Egon Voss. Henle Ürtext, 2006, parts $42.95;
study score $21.95.

Schubert’s two-cello quintet in
C Major is one of the towering
masterpieces of the chamber
music literature. Not only is
it the acknowledged favorite
of many music lovers but it
even served as the model, in
1862, for the ſrst version of
Johannes Brahms op. 34 piano
quintet (originally composed
as a string quintet with two
cellos). Unfortunately, the
only surviving source is the
posthumous ſrst edition of
1853 that had no score, only
parts. Editor Voss points
out that we have no way
of knowing whether that
ſrst edition contains 19th
century editorial emendations
or whether it is a faithful
transmission of Schubert’s
intentions. So to avoid
losing anything that might
be genuine Schubert he
has given us a “cleaned up”
re-publication of that ſrst
edition with only unequivocal
mistakes and omissions being
rectiſed. (This is a different
philosophy than Bärenreiter’s
ürtext that is “reverseengineered” by comparing

the ſrst edition of Schubert’s
G Major string quartet—like
this quintet also composed in
1828 and ſrst published by
C. A. Spina—to its surviving
manuscript.) This is a very
welcome edition and though
an expensive one, worth
getting—and not just the study
score. The traditional Peters,
International, and Kalmus
editions are not only poorly
edited and contain many
misprints and errors, they also
have famously problematic
page-turns while the
Bärenreiter has an annoyingly
small typeface and, being
printed in the days before
they took such things into
consideration, has even worse
page turns. Henle’s edition
is, of course, beautifully
engraved, with all editorial
additions in parentheses and,
most important in terms of
performance practicality,
Henle has ſxed all of the
page-turn problems with
three page foldouts. My only
caveat is that some likely
mistakes in the ſrst edition
have been literally given here
without beneſt of a critical
note; for example in the ſrst
movement, the G-natural in
m. 216 of Cello I was almost
certainly meant to be a Gsharp—there is no reason to
have put a natural sign before
the G and as such it produces
an unlikely harmonic minor
scale—and the articulation
in Violin II in m. 362 and
following logically should
correspond to the equivalent
passage in the exposition.
While deciphering Schubert’s
always-enigmatic accent/
decrescendo-hairpins has
been generally left up to the
players, I was happy to see the
ſnal note bearing an accent
instead of a decrescendo. J.S.

Books
A CROOKED KIND OF
PERFECT. Linda Urban,
Harcourt, Inc., $16.

With her mom always at
work, a dad who takes one
wacky at-home course after

another, her former best
friend becoming someone she
doesn’t want to know, and
a boy she hasn’t wanted to
know practically joining her
family, the world of almost
11-year-old Zoe Elias is not
what she would have chosen.
Worst of all, however, is her
frustration in not being able to
become a piano prodigy when
she is learning “Hits from the
60s” on a not-so-Perfectone
D-60. Told in the dry and
amusing style of a pre teen’s
view of life this story will
resonate with most nine- to
12 year olds, while sneaking
on them the lesson that what
you think you want may not
be as good as what you can
make of what life really hands
to you. A fun, easy read for
any young (or older) person,
musician or not. J.F.R.

JAZZ BABY. Lisa Wheeler, illus.
R. Gregory Christie. Harcourt
Children’s Books, 2007, $16.

This darling little book for
toddler and primary schoolaged children is ſlled with
rhymes and rhythms sure
to please the younger set
and their parents. Written
with a jazz idiom in mind,
Wheeler explores all kinds
of sounds performers and
instrumentalists produce
in their music, from hands
tapping and clapping to
singing high and low. She
even introduces the terms
“scat” and “be-bop” as part of
the rhyming and rhythmic
schemes. The book tends
to read as one large poem
with multiple stanzas. This
reviewer found the book
appropriate even for little
ones younger than the
recommended age of three.
The large print is colorfully
illustrated by Christie. One
African-American extended
family (parents, aunts, uncles,
children) is represented in
the illustrations. People from
all backgrounds can easily
enjoy this experience as well
as the genre indicative of a
truly American art form.
Produced in a large book

format, the book is easy
to hold but requires adult
supervision because of its
binding and paper pages. M.D.

PREPARING THE PERFORMER: SECRETS FOR STRING
PLAYERS FROM PRIMARY
TO PROFESSIONAL. Jane
Firmunn Hollander. Alfred
Publishing, 2006, $14.95.

This must-have manual for all
string players and instructors
is enjoyably readable, and
chock-full of ideas, secrets,
upgrades, and inspiration
from dealing with the practice
blahs to tips for elegant
bow technique. Hollander’s
delightfully light touch unites
practicality with wisdom.
Each page is packed with
wonderful words of wisdom
including an invitation to
string players, brain-training
for triumphant practice,
defending scales, exquisite
bow control, practicing
with measurable results, and
appraising and upgrading
practice habits. A ſnal piece
ends the book as a sort of
“rite of passage” for the
student. Five or so trouble
spots are bracketed and given
very speciſc instructions on
how to analyze and practice
each spot, and challenges to
help the student identify and
isolate these sections. Each
bracketed section is only two
to three measures in length,
listed in order of difſculty,
allowing the student to really
focus on what is necessary to
work on these sections and
achieve success in as short a
time as possible. The bracket
approach, explains Hollander,
seeks to abolish mindless
repetitions of the ſrst attempts
at playing a piece, and that
the most critical element to
success in practicing is focus.
This book is not only helpful
for students just starting out,
but those of us who have
been practicing for years and
often feel that we are serving
a prison sentence in solitary
conſnement. It will help you
smile in the practice room,

learn to love scales, recognize
when not to practice, use scant
time effectively, and conquer
almost any technical passage.
Thank you, Ms. Hollander,
for these insights. N.C.
Reviewers
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Comic Intermezzo, the Newberry Consort, the Oriana Singers, the Second City Musick, and the
Spirit of Gambo–a Chicago Consort of Viols. Serna is current president of the Chicago chapter
of the Viola da Gamba Society of America. http://www.phillipwserna.com.
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East as recitalist, soloist, chamber musician, and teacher. He has been guest artist at many national and international chamber music festivals and two of his numerous recordings have been
nominated for Grammy Awards. Mr. Solow is professor of cello at Temple University in Philadelphia, president-elect of ASTA and president of the Violoncello Society, Inc. in New York.
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My Turn

by Beth Eigenheer

Music: the Liberating Liberal Art
Music lies between sound and silence,
between occasion and accident. In its union
of the mathematical and the poetic, and
in its involvement of the whole human
being—body, heart, and mind—it is indeed
an essential liberating art. It is memory,
experience, exposure, and sensitivity.
Sustained mental attention trains the
brain. As early as 1923, research concluded that muscles that move more have
larger clusters of neurons in the motor
cortex devoted to them. By the late 1990s
we knew that when young children six
months of age were stimulated with musical tones, both the auditory cortex and the
visual cortex responded, whereas adults
with no music training showed only a
spike in brain wave activity in the auditory
cortex. According to researchers at UCLA,
we possess mirror neurons located in the
brains motor cortex, which orchestrate
movement and muscle control. The cells
ﬁre when we perform an action and also
when we watch someone else do this same
thing. Not only do children who learn to
play a musical instrument learn to control
portions of their brain better than others,
but these children become more empathetic toward others as they develop.
We now know that music is an inborn
basic human condition. Sound and feeling
come before image and meaning. Children
are indeed born with the ability to pick
up on beat regularities and are able to put
sound in some sort of coherent order. The
question, “why teach music education
at an early age?” is no longer valid. We
know that the brain is highly malleable
and is subject to continual change as a
result of experience. We know that string
players devote more space to the regions
of the brain that controls the digits of the
ﬁngering hand. We know that professional
musicians have an entire set of neurons in
their brain that nonmusicians do not have.
New connections between neurons may
be formed, or brand new neurons generated. At any age, the wiring in our brain
is not static nor irrevocably ﬁxed. In fact,
habits both produce and are reﬂections of
changes in the brain. So, how we live life
will shape our experiences.
How do children learn to play? We
know they must use their physical, aural,
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and intellectual capabilities as a unit.
In order to learn the naming of musical notes, they must learn relationships
within a closed, ordered system. Music is
not about things, but about relationships
between things, and the overall goal is to
produce an educated human being.
What are some of the ways we can
teach music to children, especially at an
early age? A familiar piece can become a
musical education in itself. One can take a
simple piece of music and try the following:
1. Have the children clap the rhythm
of the piece while the teacher either
plays or uses a recording.
2. Have the children move their entire
body in time to the rhythm of the piece.
3. Have the children play the rhythm on
simple percussion instruments.
4. Introduce the melody by playing one
note of it on simple bells or singing it.
5. Have the children play the note on
their instrument.
6. From there they can learn the entire
melody of the piece, slowly and
methodically, phrase by phrase.
7. For performance, a combination of
any or all of the above can be done in
a creative manner, depending on each
student’s ability.
What will you have accomplished?
1. You have taught the students that
music is a shared experience.
2. You will have introduced them to a creative, dynamic community moment.
3. This simple melody will enable the
students to express their unique sensory perception of a piece of music.
4. They will be getting a start on learning the in-breath and out-breath of
music by experiencing creative interplay among themselves.
5. You have taught them to listen and explore connections between sounds and
where they feel them in their body.
With this start, you can teach many
pieces of music and start to add the other important pieces of the puzzle. For instance, ask
them what melody is? Does it rise and fall,
echo, expand and return, breathe and resolve?
How does the rhythm of a certain piece

complement the melody? Does the rhythm
fall always on the beat or sometimes oﬀ of the
beat? What is harmony? Do all combination
of notes sound good together?
Children of all ages making music
together is a highly organized, creative
development process for which there is
no substitute. It involves the body, mind,
memory, knowledge, emotion, joy, and
above all, play. Only when I make room
for the child’s voice within me do I feel
genuine and creative.
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Brownie Troop
Takes to
Discovering Strings
and Orchestras
Mary Wagner, ASTA president, along
with three student volunteers from
Lake Braddock Secondary School in
Burke, Virginia recently introduced
a local Brownie troop to string music
through ASTA’s Discovering Strings and
Orchestras (DSAO) program generously
sponsored by NAMM. Attentiongrabbing theme tunes from Pocahontas
to Jaws demonstrated how music sets
the tone for films from happy to scary.
A game of “Name That Tune” kept the
children involved and interested. All
brownies had a hands-on opportunity
to play a simple song on the violin or
viola. There was even a cello and bass to
try out. Children were especially eager
to compare their height to the bass. The
children also had many questions for
the volunteers. In the end, the applause
was music to the ears of Wagner. “This
is what it’s all about. Inspiring potential
musicians and sharing the joy of classical
music through DSAO,” said Wagner.

Everyone had the opportunity to play
an instrument.

A group of smiling faces after the program
is completed.
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