
AmericAn String teAcher
August 2015   |   Volume 65   |   Number 3

•	 Sentimental	Saraband	from	Britten’s	Simple 
Symphony	

•	 Collé	Action:	An	Alternative	Perspective		

•	 You	Have	Bass	Players!	Now,	What?

 Plus: Meet ASTA's New CEO

American String 
Teachers Association

www.astaweb.com

Back-to-School
Issue!

ASTA's newest initiative, Be Part of the Orchestra, will help recruit new 
students to your program.









www.astaweb.com | 3 



4 | American String Teacher | August 2015



August 2015 | Volume 65 | Number 3

AmericAn String teAcher contentS

www.astaweb.com | 5 

Features
26

32

42

36

Rehearsal and Performance Guide: Sentimental Saraband 
from Britten’s Simple Symphony 

Arguably the most profound—and certainly the most performed—movement of Benjamin Britten’s Simple 
Symphony, the Sentimental Saraband is a powerfully eloquent miniature masterwork.  

 by Mark Laycock

Collé Action: An Alternative Perspective on Right-Hand Finger 
and Wrist Mobility 

We have all seen it—the dreaded claw-like bow-hand shape best characterized by straight and tense fingers. 
The image is unsettling because we, as string teachers, understand all too well that a lack of finger and wrist 
mobility will undoubtedly hinder the development of more advanced bow control.   

 by Jacob M. Dakon and Selim Giray 

Historical Pitch Systems Still Affect Our Notions of Intonation 
There apparently was a conductor at Indiana University who was fond of telling his orchestras that being in 
tune was like being pregnant—you either are or are not. I have come to strongly believe that portraying being 
in tune as a simplistic yes or no proposition is not just counterproductive, but completely inaccurate.   

 by Jeffrey Showell

Bass Forum
You Have Bass Players! Now, What? 
A Guide to Working with Beginner Bass Players from the Podium

Student bass players can suffer an odd predicament when they first pick up the instrument in the orchestra. 
Their orchestra teacher may be an excellent musician, but they’re surrounded by 10 to 70 other students, most 
of whom are not bass players.   

 by Danielle Meier

The ASTA National Standards for Successful School String 
and Orchestra Teaching Updated; 2015 and Beyond: Here We 
Come!

In 1997, after two years of committee work and discussion and input from throughout its membership, ASTA 
created and officially adopted a document designed to establish National Standards for Successful School 
String and Orchestra Teaching.

by Robert Gillespie

50



August 2015 | Volume 65 | Number 3

ContentsAmeriCAn string teACher

6 | American String Teacher | May 2015

Message from the President
by Stephen Benham

Studio Teaching Tips
The Dilemma of (and Solutions for) Trying to 
be Creative

by JoAnna Cochenet

K-12 Teaching Tips
The Very First Days in Orchestra

by Maria Stevanova-Mar

Membership Application

Volunteer Leadership Directory

Advertisers’ Index 

Association News
Award and grant announcements, new publications, 
and other association-related information 

Showcase
The latest news from members of the 

String Industry Council

Reviews
Of books, music, and software

94

18

88

76

72
74
95

Every Issue

Columns

Mission Statement
To enrich lives through the joy of teaching 
and playing stringed instruments. 

• an open sharing of ideas; 
• benefits, services, and activities respon-

sive 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). 4155 
Chain Bridge Road, Fairfax, VA 22030. 
Periodicals postage paid at Fairfax, VA 
and additional mailing offices. American 
String Teacher (AST) is available exclusively 
to ASTA members; the annual subscription 
price is included in membership dues ($110). 
POSTMASTER: Send address changes 
to: American String Teacher, 4155 Chain 
Bridge Rd., Fairfax, VA 22030. 

POLICY: As the primary means of profes-
sional communication of ASTA, the Ameri-
can String Teacher represents and reflects 
the mission of the association. It is not the 
intention of AST to promote or endorse 
any particular person or commercial prod-
uct. 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, 4155 
Chain Bridge Rd., Fairfax, VA 22030. 
© 2015 by American String Teachers 
Association.

12 Meet ASTA's New Chief Executive Officer 

Advocacy Update

Be Part of the Orchestra  by Scott Lang

Interview with William Bitter: 2015 Elizabeth  
A.H. Green Award Winner  by Mary Jane Dye

2016 String Industry Council Directory

2016 National Conference Preview 

New ASTA Mentor Program  by Bob Phillips

Departments

Special

96

18

23

46

54

60

79

92



www.astaweb.com | 7 



8 | American String Teacher | August 2015

ASTA Board of Directors

President • Stephen Benham
Duquesne University

Mary Pappert School of Music
600 Forbes Ave., Pittsburgh, PA 15282

benham@duq.edu

President-Elect • Brenda Brenner
3713 Devonshire Ct

Bloomington, IN 47408
bbrenner@indiana.edu

Past President • Bob Phillips
17175 Burkshire Dr.

Grand Haven, MI 49417
phillipsfiddlers@aol.com

Secretary • Kristen Pellegrino
4231 Woodbridge Way

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

Member-at-Large • Lynne Denig 
4900 Bexley Lane, Fairfax, VA 22032 

violynne@cox.net

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

joseph.conyers@project440.org

Member-at-Large • David Wallace 
79B Grew Ave., Roslindale, MA 02131 

daviola@aol.com

Member-at-Large • Margaret Berg
9777 Jellison St

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

String Industry Council President • Chris Rohrecker 
8 Vernon Valley Road, E. Northport, NY 11731 

chrisr@connollymusic.com

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

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

Chief Executive Officer • Monika Schulz
ASTA National Office

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

American String Teacher
Editor • Mary Jane Dye

Critical Articles Editor • Mary Wagner
Reviews Editor • Marg Schmidt

Design and Layout • Sky Henderson

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

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

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

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

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



www.astaweb.com | 9 



10 | American String Teacher | August 2015

ASTA National Office

AST Editorial Committee

Kasia Bugaj 
John Fetter 
Ruth Kurtis
Amy Marr

Martin Norgaard
Valerie Palmieri

AST Forum Editors

Viola Forum, Nancy Campbell
Bass Forum, Lawrence Hurst

Chamber Music Forum, Sharan Leventhal
Guitar Forum, Bill Purse

Cello Forum, Cornelia Watkins 
Violin Forum, Danae Witter

4155 Chain Bridge Road
Fairfax, VA 22030

Phone: 703-279-2113
Fax: 703-279-2114
www.astaweb.com

Monika Schulz, Chief Executive Officer

 monika@astaweb.com ext. 13

Beth Danner-Knight, Deputy Director

 beth@astaweb.com ext. 11

Mary Jane Dye, Deputy Director/Communications

 maryjane@astaweb.com ext. 12

Deanna Tompkins, Director of Meetings and Events

 deanna@astaweb.com ext. 22

Gabi Sandoz, Director of Finance

 finance@astaweb.com ext. 15

Deb Bissen, Foundation and Advocacy Coordinator

 deb@astaweb.com ext. 26

Sky Henderson, Manager of Graphic Design/Webmaster

 sky@astaweb.com ext. 10

Libby Dietrich, Meetings and Events Manager 

 libby@astaweb.com ext. 20

Gloria Warwick, Office Manager

 gloria@astaweb.com ext. 23

Amanda Bernhardt, Membership/State Services Manager 

 amanda@astaweb.com ext. 21

Gina Armstrong, Membership Coordinator

 membership@astaweb.com ext. 14



www.astaweb.com | 11 



12 | American String Teacher | August 2015

from the president

Happy summer!
 One of the great privileges of serving as ASTA president is the opportunity to meet people around the globe 
who make a huge difference with their efforts in teaching and playing stringed instruments for children all over the 
world. You—our members—continue to amaze me with your dedication and passion for sharing music. In May, I 
had a chance to meet several teachers in Jamaica who are working on multiple fronts to create a new movement of 
string playing in that country. In June, I had a chance to meet with performers and teachers in Ukraine, many of 
whom were refugees from the war zone in the country’s eastern region. Some had lost their homes due to terrorist 
bombings; others were young people who could not return to the occupied zones because they would be forced to 
serve in the terrorist militias. Just last week, on my return from Ukraine, I stopped by the Thomastik-Infeld firm in 
Vienna, Austria, and had a chance to learn about some of the incredible work they are doing supporting initiatives 
for underserved populations. The common denominator? In every case, I saw people who were single-minded in 
their dedication to making the world a better place through music. I know many of you are doing amazing things 
in your local communities, and we’d love to hear your stories. Please don’t hesitate to share them with us via the 
ASTA Facebook page or by contacting our AST editors (Mary Jane Dye and Mary Wagner). 
 I’m also excited to share the following news with you: 

•	 ASTA’s	New	Executive	Director:	On July 6, Monika Schulz began her tenure as ASTA’s new executive 
director. Monika is a highly-qualified leader with substantial experience in every facet of non-profit 
organization operations. She is a Certified Association Executive and was most recently the chief operating 
officer at the Association for Healthcare Philanthropy. The Search Committee, led by Bob Phillips and 
Brenda Brenner, worked closely with our consultants, Sterling Martin Associates, and conducted an 
exhaustive and thorough search for our new chief executive officer. We saw several excellent candidates in 
the final round and are very pleased with the ultimate result of the search. I want to thank the other search 
committee members, David Littrell, Elisa Myers, Pam Phillips, and Taryn Wood, for their thoughtful and 
careful guidance throughout the process. Finally, I want to thank Beth Danner Knight and Mary Jane Dye 
for taking on additional duties during the interim process.

•	 National	Solo	Competition	Updates:	As many of you probably are aware at this point, beginning in 
2017, there will be three separate competitions: bowed strings, harp, and guitar. Due to this development 
and the fine details involved in providing a high-standard competition for harp, and guitar, 2016 will only 
feature bowed string instruments. ASTA is committed to providing the highest quality competition for each 
instrument area. Recently, we sent out emails to our harp and guitar members, asking for input and responses 
as we form two task forces to look specifically at how we can better serve each of these populations. We 
believe that the creation of these three different competitions is essential to their overall success, especially as 
we look to feature our outstanding student performers in each area. We know there may be some growing 
pains along the way, but we are fully intent on producing a strong program for our membership.

•	  The need to change the structure of the competition has been a concern for several years. With the best of 
intentions, it has been adjusted and tweaked several times to address the equity of judging different stringed 
instruments. Providing three separate—but equal—solo competitions will help to preserve the high quality 
evaluations that this event is known for. It also will give greater opportunity for young talented artists to 
compete on a level playing field.

•	 Harp	and	Guitar	Task	Forces:	We recently sent out targeted emails to our harp and guitar members, soliciting 
feedback on the services and opportunities ASTA provides to those groups, with the vision of enhancing those 
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in the future. By the time you receive 
this journal, we will have had our initial 
meetings with each task force and will 
have specific assignments for each group 
to achieve within the next year. I look 
forward to reporting on their work in our 
next journal.

•	 National	Core	Arts	Standards	and	
ASTA: ASTA has not officially taken 
a position on the National Core Arts 
Standards (NCAS) because we believe 
it is the prerogative of each state and/or 
community to determine the appropriate 
standards and curriculum for its own 
programs. However, we are pleased that 
the ASTA String Curriculum: Standards, 
Goals, and Learning Sequences for Essential 
Skills and Knowledge is being used as 
the guiding document in writing the 
orchestra standards and goals that will 
form part of the NCAS. This is another 
endorsement of ASTA’s leadership in the 
area of curriculum development. The 
ASTACAP leaders also are looking to 
align the ASTACAP levels with the ASTA 
Curriculum, which will provide an even 
better resource and communication tool 
for our studio and school teachers.

•	 Strategic	Partnerships: Someone 
recently said ASTA is a big tent for 
string teachers and players. As I reflected 
on that statement, I thought how true 
it really was: we are inclusive, where 
everyone comes together, regardless of 
musical styles, professional training, years 
of experience, etc. We continue to seek dynamic, strategic partnerships with other organizations that share our values and mission. 
I look forward to sharing with you, soon, some of the exciting developments, which will only enhance our organization and the 
opportunities we provide our members.

 Finally, we want to welcome Lynne Denig, Chris Rohrecker, and David Wallace to the ASTA board. They all are serving 
as members-at-large and will complete their terms in May 2017. Without the hundreds of dedicated ASTA volunteers and our 
exceptional staff, there is simply no way we could accomplish our mission. 

 With kind regards and best wishes,

Stephen Benham
benham@duq.edu
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Association News
ASTA Names New Chief 
Executive Officer 

After a careful and thorough search, ASTA 
is pleased to announce the selection of 
Monika Schulz, Certified Association 
Executive (CAE), as its new chief executive 
officer.  
 “We are fortunate that Monika 
has agreed to bring her many talents to 
ASTA. She carries a wealth of expertise in 
association management, revenue growth, 
and organizational effectiveness. Her record 
of success in building teams, executing 

long range plans, branding, creating programs, and launching 
strategic plans comes at a key moment as ASTA bolsters its 
position in the string world by looking to the future,” said 
Stephen Benham, ASTA president. “Please join me in welcoming 
her to ASTA.”
 Schulz has more than 25 years of association management 
experience. She comes to ASTA from the Association for 
Healthcare Philanthropy (AHP) located in nearby Falls Church, 
Virginia. Schulz spent the past 18 years of her career at AHP, 
where she most recently served as its chief operating officer. 
Previous positions at AHP include vice president and director 
of conferences and exhibits. “ASTA is an incredible organization 
with a powerful mission,” said Schulz. “I am already listening, 
analyzing, and rethinking how ASTA can continue to serve its 
members and the profession. It is exciting to visualize our future 
to enhance and engage our member base ensuring ASTA’s future.”
 Schulz holds a bachelor of art’s degree from Virginia 
Polytechnic Institute and State University. She also earned the 
designation of CAE from the American Society of Association 
Executives. She lives in Falls Church, Virginia with her husband 
and two teenage daughters. 

ASTA Kudos to Past President 
Mary Wagner

ASTA is excited to recognize our 
August 2015 Kudos award winner – 
former ASTA President Mary Wagner! 
Nominated by current ASTA board 
member, Lynne Denig, she writes, “I’ve 
known Mary for years and years, and 
her life is summarized by ‘service to the 
string community young and old.’  
Mary is a can-do person. Problem?  No 
problem for Mary. She knows what is 
right, and like a recurring melody, she 
comes back again and again, rallying 
support until the job is done.” 

 Additional ASTA members who have worked with Mary, also 
sent contributions for her nomination:

 “Mary has literally gone to bat to keep the strings (and band) in 
the elementary school program many times. How many times did 
Mary get everyone in action and make the school system realize 
that they have a wonderful program in the elementary schools! 
That is a mighty accomplishment!”

Gretta Sandberg, VASTA Past President, 
Retired FCPS Strings Teacher

“Mary is fearless when advocating for the arts. She monitors 
school board meetings as well as work sessions, providing teachers, 
parents and the community a path to follow."

Kim Mitchell
FCPS Elementary Strings Teacher

“Mary has been a great influence and inspiration for me since 
the first time I met her . . . I was fortunate to have her as my 
University Supervisor for JMU while I was student teaching . 
. . a great experience for me and I appreciate all of the support, 
encouragement, constructive criticism, and warm smiles she had 
for me . . .  The things Mary does are truly extraordinary.”

Yessenia Amaya
FCPS Middle School Strings Teacher

 “Mary is very deserving of kudos! Alongside heading up the 
FACE organization and truly helping save music in schools (via 
calling teachers to county and school board meetings, promoting 
important petitions, encouraging families and teachers to write 
to their senators/representatives, and more), she also has been a 
wonderful advisor to student teachers. As a student at JMU, she 
helped place me into wonderful schools and helped guide me (and 
many of my colleagues) through the student teaching experience. 
She has also been a great mentor to first year teachers in FCPS. 
One other thing that comes to mind is that she has taught at 
JMU's Spring String Thing for many years, promoting string 
education outside of Northern VA. At the moment, she is also 
heading up the committee of teachers attempting to redesign the 
music education curriculum and assessments, not only within 
FCPS but also through NAfME. She is truly a wonder!”

Starlet Smith 
FCPS High School Strings Teacher

 Wagner served ASTA as our president from 2006-2008, 
board member from 1998 to 2000, and currently chairs the 
ASTA National Conference Committee, as well as serving as 
critical articles editor of our American String Teacher journal. We 
applaud Mary’s commitment to ASTA and the string education 
field, and hope her example helps inspire others to do their part.  
As Denig closes her nomination, “When I grow up, I want to be 
just like Mary!”
 We love receiving your nominations for upcoming Kudos 
awards! Do you know someone worthy of recognition? Take 

Monika Schulz

Past Presidents Mary 
Wagner and Bob Gillespie 

at a recent workshop at 
The Ohio State University.



www.astaweb.com | 19 

a few minutes to share the story of an outstanding ASTA 
member who’s making a difference, or even nominate yourself! 
Send nominations to Deb Bissen, foundation and advocacy 
coordinator, at deb@astaweb.com

CodaBows for America 
and ASTA Announce Bow 
Recipients for 2015 Outreach 
Program
Congratulations to the three string programs recently selected as 
2015 recipients of DIAMOND NX Codabows for use by their 
students.

•	 Maine	South	High	School,	Park Ridge, Illinois, will 
receive four violin bows.

•	 Northern	Kentucky	University	Music	Preparatory	
Department, Highland Heights, Kentucky, will receive 
two violin bows, one viola bow and two cello bows.

•	 Blair	School	of	Music	(at	Vanderbilt	University),	
Nashville, Tennessee, will receive two viola bows.

 Rebecca Oppenheim, Maine South High School orchestra 
teacher, wrote in her application, “I was so thrilled to hear 
about this opportunity to receive CodaBows. I currently have 
instruments not being used because there is no bow to go 
with it so it cannot be assigned to a student. I have students of 
all different levels and these bows would allow all of them to 
continue to grow to the best of their ability.”
 At Northern Kentucky University’s Music Preparatory 
Department, “many of our string students come from low income 
families who cannot afford to rent instruments,” according to 
applicant and teacher Holly Attar. “We actually have a variety 
of string instruments that were donated, but did not come with 
bows. The opportunity to provide a complete instrument package 
to our students would mean they could continue to study with 
the equipment needed to actually progress their level.”
 The Blair School of Music is a recipient of viola bows for the 
second time, previously being selected in 2012. Applicant Kathryn 
Plummer writes, “I submit this application in hopes of providing 
CodaBows for my talented pre-college violists whose families 
exhibit significant financial need.” The two viola bows Plummer 
received in 2012 are currently used as primary bows by two of her 
students, including one who played the bow in competition at the 
Primrose International Viola Competition in Los Angeles in 2014, 
and received a special best Tone Award! This gift will provide 
CodaBows for use by two more of her viola students.
 ASTA thanks Jeff Van Fossen and CodaBow International for 
their generosity in sponsoring this program every year. CodaBows 
for America Community Outreach Program advances the welfare 
of public and private music programs through the donation of 
bows to deserving programs in good standing. If your school 
could benefit from a gift of CodaBows, please remember to apply 
before our April 1, 2016 deadline, and check the ASTA website 
for the program application. 

Congratulations to the Potter’s 
Violin Instrument Award 
Winners!
ASTA is happy to announce the latest winners of new 
instruments, generously provided by Dalton Potter, owner 
of Potter’s Violins in Bethesda, Maryland, for the April 
2015 round of the instrument awards for students in need. 
These two outstanding young musicians benefitted from the 
recommendations of their ASTA member teachers. Our two 
recent winners include:

Zahyrah	D.	Payton,	age	14,	viola,	Norfolk,	Virginia
Zahyrah Payton is a student at the Academy of International 
Studies at Rosemont, and has played viola since sixth grade. 
Zahyrah’s private teacher, ASTA member Joanna Binford, writes 
in her recommendation that Zahyrah is “that rare player, rare 
person, who loves to play, loves to practice and wants more, more, 
more!!” At her first private lesson, in March, 2014, Binford noted 
that Zahyrah’s school practice sheet said there were days when 
she practiced up to three hours! During her second lesson she 
was asked if she knew what vibrato was and if she knew how to 
apply it to her viola. She responded that she knew what it was, 
but wasn’t sure how to do it. Binford played a piece for her using 
vibrato and asked her to try it. “It was awe-inspiring,” she said. 
“She started vibrating on the first note and hasn’t stopped since! 
In my 30 years of teaching I have never seen a student start their 
vibrato with basically a finished product.” In June 2014, Zahyrah 
auditioned for the Bay Youth Orchestras and was accepted into 
the Strings Orchestra as their principal violist. She was also 
awarded co-principal in the Virginia Beach/Norfolk Junior 
District 2 8th grade orchestra, and was recently accepted into the 
Governor’s School for the Arts program in Norfolk, which she 
will attend starting this fall. Zahyrah’s passion for her instrument 
is amazing. She says, “Whenever I play my viola, I feel the music 
course through my veins like blood and fuel and rejuvenate my 
body, like food and water.” This instrument will be a huge help in 
Zahyrah’s goal to, “constantly strive to be the best that I possibly 
can when it comes to playing viola….” Congratulations Zahyrah! 
We’re excited to see where this new viola can take you!

Celine	Wardrop,	age	16,	violin,	Independence,	Kentucky
In the summer of 2012, Celine Wardrop and her family moved 
across the country to Kentucky, and she found herself wanting 
to play the violin, but lacking the family resources for lessons. 
Then a friend from their local library told her about the Northern 
Kentucky University (NKU) String Project, and how they offered 
affordable music lessons through a children’s ensemble. A phone 
call put her in touch with Dr. Holly Attar, ASTA member, and 
director of the NKU Music Prep program. “In all my years of 
teaching, I have never met anyone as committed, diligent, and 
driven as Celine Wardrop,” says Attar in her recommendation. She 
goes on to say that, “While I adore my students, none of them 
show the desire and need as much as Celine. Her quick growth 
on the violin was evident in my very first lesson with her.” Celine 
continued playing with the String Project her first year, and then 
was advised to audition for the NKU Youth Symphony Orchestra, 
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Association News
with less than a year of experience. Celine says, “Since making 
it to the orchestra I was ecstatic and very grateful for the people 
who had helped me.” She adds, “Music is my greatest passion and 
I enjoy every minute of practicing, performing, and sharing that 
passion with others.” We can’t wait to hear where your studies 
lead you, Celine, and congratulations on the hard work and 
commitment that resulted in you receiving this new violin!

Congratulations to these two exceptional winners, and thanks 
as always to the Potter Violin Company for their generosity 
in supporting this program. Special thanks to Dan Levitov, 
Maryland ASTA, who again led the selection committee, assisted 
by fellow chapter members Paul Scimonelli, and Matt Horwitz-
Lee. The next application deadline for this program is October 1, 
2015.  Please see the ASTA homepage for more information and 
an application.

String Research Journal, Volume V
It’s hot off the presses—volume V of the ASTA String Research 
Journal. Members can purchase a copy from ASTA for just 
$24.95 or they may go online to download it. (You must be 
logged in.) For nonmembers, please go to alfred.com, ASTA’s 
official distributor, to order your copy for $49.95.
 This new edition includes a review of research regarding 
students with disabilities in the string classroom, investigations 
concerning influences on string teachers’ career decisions, 
developing a rhythm hierarchy for string sight reading, a 
case study of teaching behaviors and beliefs of three old-time 
musicians, a status study of public school orchestras in Kansas, 
and a history of the ASTA research poster sessions. 
 ASTA thanks John Geringer and David Sogin, who serve 
as co-editors, and the entire editorial board for producing this 
important 88-page research journal.

Due January 5

Apply for the ASTA Institutional 
String Leadership Award!
Is your school preparing string players to teach at the K-12 and 
collegiate level? Does it meet at least five of the following criteria?

•	 Must	be	a	current	Institutional	member	of	ASTA
•	 Presence	of	an	active	ASTA	student	chapter	on	campus
•	 Presence	of	K–12	teacher	education	and	studio	pedagogy	

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

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

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

department, and

•	 Alignment	of	school	priorities	with	the	ASTA	strategic	plan	
(go to the ASTA homepage for link to strategic plan)

 If your answer is “yes,” then here is an opportunity to apply 
for the ASTA Institutional String Leadership Award that will be 
presented annually at the national conference. This award brings 
attention to the excellent and valuable consequential work on 
performance, education, and outreach demonstrated by “schools 
of music” around the nation. It also strengthens and supports the 
five goals of the ASTA strategic plan: professional development 
and resources, our future and the next generation, building 
community, advocacy and outreach, and sustainability. 
 The inaugural award went to the Ohio State University. To 
apply and read more about this award, please go to the ASTA 
homepage. The deadline is January 5, 2016.

Call for Nominations 2015: 
String Researcher Award
ASTA sponsors an award to recognize excellence in string 
research. The String Researcher Award will be awarded to a 
researcher whose work has contributed significantly to scholarship 
in string education and/or performance. This year the award will 
honor an early-career researcher whose scholarly works shows 
much promise in making continued important contributions to 
research. This award is usually given to junior higher education 
faculty or public/private school or studio teachers who have 
completed a doctorate or terminal degree within the past 
10 years. Nominees should have a record of demonstrating 
involvement in the following research activities: publication in 
juried research journals, research presentations at professional 
meetings, involvement in the strings community, and evidence of 
innovation in string research.
 The award will be presented at the 2016 ASTA National 
Conference in Tampa Bay, Florida. Nominations for the award 
may come from any ASTA member; self-nomination is permitted. 
To nominate a qualified researcher, please provide the name and 
email address of the nominee and a letter of nomination that 
addresses the nominee’s qualifications. The Research Awards 
Committee will then contact the nominee to request essential 
information (curriculum vitae & other relevant documentation).
 Nominations for this award must be submitted electronically no 
later than October 30, 2015 to John M. Geringer at jgeringer@fsu.edu.

Elizabeth A.H. Green School 
Educator Award Nominations 
The nominations for the ASTA Elizabeth A.H. Green School 
Educator Award are currently being accepted. The award is 
given annually to a school string teacher with a current and 
distinguished career in a school orchestral setting. Past recipients 
include Bill Bitter (see his special interview in this issue on 
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page 54 ) Winfred Crock, Alan MacNair, Candace Wiebener, 
Kathryn Hoffer, Steve Reed, Susan Ellington, Mary Lou Jones, 
Jan Garverick, Michael Alexander, Pamela Tellejohn Hayes, and 
E. Daniel Long along with a host of other distinguished string 
educators. Please send nominations to Sarah Black, chair, K-12 
Committee at sarah_black@gwinnett.k12.ga.us. Forms are 
located on the ASTA homepage.  

Student Exemplary Service Award
The ASTA Student Exemplary Service Award is designed to 
recognize and reward college string students who distinguish 
themselves as active members and supporters of ASTA while in 
college. This is an opportunity for students only. Students who 
complete the criteria will receive recognition at the national 
conference and in the American String Teacher. Criteria for the 
award includes: ASTA membership, participation in string-related 
activities, assisting a school’s string program, participating in 
school-related outreach programs, and service to a local. ASTA 
state chapter. For complete details and to receive the nomination 
form, visit the Student Chapters section of the website. The 
deadline for applications is November 15, 2015.  

Apply for the George Bornoff 
Memorial Scholarship Fund 
to Attend the 2016 ASTA 
Conference!
This popular scholarship is open to ASTA members in their first 
five years of teaching and sponsored by the Foundation for the 
Advancement of String Education (FASE) in conjunction with 
ASTA. Three scholarships are awarded each year in the amount of 
$800 to attend the upcoming national conference. Our most recent 
winners—Jessica MacNair, Lauren Hood, and Alyna Mischelle 
Bloecher—attended the conference in Salt Lake City, Utah and 
gained valuable knowledge while attending workshops, sessions, 
and other events. For specific requirements (e.g. must be in the 
first five years of teaching) and an application form, go to ASTA’s 
homepage. Applications are due Monday, December 7, 2015 and 
will be announced in early January. Special consideration will be 
given to applicants who teach in underserved areas.

State Chapter Award 
Nominations Due December 1
ASTA state chapters are encouraged to submit application/
nomination forms for the 2016 chapter awards: Best Newsletter 
Award, Most Improved Chapter Award, Best Website Award, 
Outstanding Chapter Award, and State Chapter Leader Award. 
State chapter awards will be presented at the 2016 ASTA National 
Conference in Tampa Bay, Florida, March 2-5 during the State 
Leadership Workshop. All winners will receive a handsome plaque 
and coverage in the American String Teacher journal. For details 
and application forms, please visit the State Chapter Awards page, 
under “Member Resources,” at www.astaweb.com. 

ASTA’s Newest Book—Lucien 
Capet and Superior Bowing 
Technique: A History and 
Comparison

Lucien Capet and Superior Bowing 
Technique: A History and 
Comparison, written by Kelley M. 
Johnson, is hot off the presses and 
available for purchase through 
ASTA’s distributer, Alfred 
Publishing, for just $24.99. Here is a 
short summary of her book:

Lucien Capet was born in  Paris 
in 1873 and became a renowned 
violinist in the Capet Quartet. He 

was a student of Maurin and the pure tradition of French violin 
technique through Baillot.  He was invited to teach chamber 
music at the Paris Conservatory and during his years as a chamber 
music teacher at the Paris Conservatory, he published Superior 
Bowing Technique. This book answers the questions that many 
have been asking, including: the most complete biography of 
Capet, a comparison with Baillot’s pedagogy, and a comparison 
with the bowing techniquess of Galamian and Fischer.
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Dear	ASTA	friends, 
We are wrapping up an outstanding academic year where we have had unprecedented growth in 
both the numbers of students participating in ASTACAP and in the number of programs offered 
in-person and online. We have issued about 1,300 certificates to participants in both the in-person 
and online exams this year. We expect this growth to accelerate in the near future. We also had a great 
turnout at the ASTACAP Pre-Con and accomplished a great deal toward educating key personnel and 
streamlining ASTACAP for the future. Thank you for your your support and dedication!
  As we look forward to the fall, many are starting to plan events and participation in the January 
online exams. This is the year we all will be using the new program, including the new rubrics. 
 We are working on the handbook to clarify the language and address issues that continue to be 
a concern, including the newest rubrics, and common language to address issues such as “honors” 
and “memory.” Just a reminder: A student must first achieve an outstanding ranking before they can 
be considered for honors. Memory is now a graded skill, so it is part of the outstanding score. At that 
point, a judge can decide to give honors based on the other factors, including complete memorization, 
extra cadenza or higher level piece(s). In the end, even if a student elects “honors” on the application, it 
does not mean that they are going to get it—just that they are interested in being considered for it.
 Not only will the new edition of the handbook be clearer, but by the end of this summer the 
2015-16 ASTACAP Handbook also will be aligned with the ASTA String Syllabus and the K-12 
curriculum, and will be at the forefront of string education models.
 As we look to the fall, state officials and leaders need to be sure to start training all ASTACAP 
adjudicators. As we have talked to administrators, there has been a sense that perhaps judges will not 
want to participate in the training. However, as we have talked to many judges, we do not get the same 
response. In general, judges understand the need for thorough training and that a national program 
needs to have common standards. There is much excitement building for this change. Administrators, 
don’t be afraid to ask your judges to become ASTA members and get in their training this summer. 
Also, look toward the new generation; graduate students are a good way to supplement the judging 
pools. They should have these skills to be effective educators in the future.
 The new online adjudicators training system uses SkyPrep, a state-of-the-art education training 
website used by major corporations and universities to train their employees. ASTA has invested in 
this service and is offering it FREE to ASTA members for use. That is amazing! Training usually costs 
hundreds or thousands of dollars. The application and general training is now available. The specific 
instrument classes will be coming soon. Although this service is now available currently free, the future 
is uncertain. We highly recommend taking advantage of this incredible opportunity.
 Remember, this training is for everyone involved with or overseeing ASTACAP. As we put 
together the courses, we have seen the need for all state officials, ASTACAP administrators, teachers 
and future adjudicators to apply for and take at least the general ASTACAP course as it will prepare 
you to meet the demands and changes of the new ASTACAP system in the fall. The course comes with 
outlines, study questions, live videos from the pre-con, and an open-note examination (which you can 
retake several times if needed). When you have finished, you will immediately receive notification of 
your results and a certificate when you have passed the course.
 ASTACAP is a major revenue maker for a state chapter and brings many new members into the 
ASTA organization. As it reaches every part of the state where strings are taught, it will motivate and 
encourage each student and teacher involved. In short, if your state is not involved yet, it needs to 
be. If you do not have a live event near you, this is a good time to either organize one or prepare your 
students to take the exams online. 
 The ASTACAP committee looks forward to working with state officials and some individuals. 
If you have needs or questions, first contact your state ASTACAP representative. If he or she cannot 
help or there is no one yet, please use one of the following addresses to contact the person you need. 
ASTACAP state representatives are encouraged to contact us at any time. 
•	 To	develop	new	in-person	exams,	contact	Lya	(live.astacap@astaweb.com)
•	 For	questions	about	the	handbook,	in-person	exams,	or	program	development,	contact	Carol	

(Mentor@astacap@astaweb.com)
•	 For	questions	about	the	online	exams,	contact	Kirsten	(online.astacap@astaweb.com).	For	

adjudicator training, contact Anna (astacapat@astaweb.com)
•	 For	general	questions	or	if	you	are	unsure,	contact	Libby	(libby@astaweb.com) 

Thank you to all of our volunteers who make this possible. Have a great rest of the summer!
 

Kelley	Johnson,	ASTACAP,	chair
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On Thursday, July 16, the Senate passed the Every Child Achieves Act 
legislation to replace the No Child Left Behind (NCLB) law by a vote 
of 81 to 17. Of particular importance to ASTA members is that the bill 
includes music in the definition of core subjects, among other studies 
such as computer science, geography, and physical education.  
 The underlying legislation is the Elementary and Secondary 
Education Act of 1965, whose purpose was to authorize federal aid 
to education targeted to schools that enrolled significant numbers of 
children living in poverty. The original bill was about equity, not testing 
and accountability.
 The bipartisan measure, championed by Senator Lamar Alexander, 
R-Tenn., and Senator Patty Murray, D-Wa., allows states to develop their 
own educational accountability plans, thus limiting federal involvement 
in local schools. The legislation restores state control over education 
standards and prevents the federal government from mandating academic 
standards, including Common Core.

Additionally, the legislation:
•	 Requires	school	districts,	upon	request,	to	provide	parents	

information on student assessment policies, purposes, and 
parental rights.

•	 Keeps	testing	requirements	that	are	important	measures	of	
student achievement, but prevents the federal government from 
imposing any particular assessment tool on the states.

•	 Allows	states	and	school	districts	to	use	existing	federal	funding	
to improve state-led early-childhood education.

The House of Representatives has already passed its own bill, called the 
Student Success Act. A conference committee representing both chambers 
will meet to iron out their differences and craft a bill that will then be 
presented for a vote in both chambers.

Widening the definition of core subjects is a win for music advocates who 
have long believed that No Child Left Behind caused the elimination of 
arts in some schools. ASTA is proud to be a part of the Music Education 
Policy Roundtable (MEPR) that has worked hard to see this landmark 
legislation passed. Kudos to ASTA members who sent letters to their 
representatives supporting the inclusion of music as a core subject.

Senate	Passes	Bipartisan	
Every	Child	Achieves	Act

Expands Definition 
of Core Subjects to 
Include Music
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Society

Chorus America
College Band Directors 

National Association
Drum Corps International
Education Through Music
El Sistema USA
Gordon Institute for Music 

Learning
GRAMMY Foundation
Guitar and Accessories 

Marketing Association
iSchoolMusic.org
J. W. Pepper & Sons Inc.
Jazz at Lincoln Center
League of American 

Orchestras
Little Kids Rock

Music for All
Music Teachers National 

Association
Music Publishers 

Association
Music Sales Group / 

MusicFirst
National Association for 

Music Education
National Association of 

Music Merchants 
National Association of 

Music Parents
National Music Council
Organization of American 

Kodály Educators
Percussive Arts Society
Phi Mu Alpha Sinfonia
Progressive Music
Quadrant Arts Education 

Research
The Recording Academy
Strathmore Hall 

Foundation
VH1 Save the Music 

Foundation

The Music Education Policy Roundtable 
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Association News
ASTA Welcomes New and Renewing Members
The following list reflects individuals and organizations who joined or renewed their association membership between 
April 1, 2015 and June 30, 2015. Welcome to ASTA, or thank you for renewing your membership!

Individual
Jacob Adams, CA
Andrea Aldrich, MD
James Allen, VA
Lynette Andrews, VA
Marcin Arendt, TN
Beth Arthur, NY
Kendra Augustin-Felando, GA
Nicholas Baerenklau, NY
Paul Baker, CA
Bianca Balderama, TN
Kelly Barr Clingan, WA
Rebecca Baumbach, TN
Adria Beasley, VA
David Beech, PA
Ann E. Bellino, NC
Grace Bergman, WA
Idalynn Besser, TN
Beth Bichler, FL
Michael Bilach, CA
Rebecca Bill, ID
Daniel Blair, TN
Matthew Boday, RI
John Botter, OH
Emma Bottomley, NY
Annie Boyle, TX
Mary Ellen Briga, CT
Bonnie Brown, FL
Millicent Brown, NY
Renata Burgett, OH
Robert L. Burns, FL
Karen Butler, OH
Robert Calhoon, IL
Barbara Carlsen, NY
Javan Carson, CO
Charles Castleman, NY
Chase Chang, WA
Christi E. Chang, WA
Matthew Chang, MO
Li-Wei Chao, PA
Claire Charboneau-Murphy, MI
Vasil Chekardzhikov, CA
Griena Choi, CA
Hyeri Choi, NJ
Wesley Chou, CA
Hyun Chung, CA
Patricia Cleaton, GA
Alventena Cobb, AR
Jesse Collett, AR
Margaret Coltman, TX
Dorothea Cook, NY
Sara Cooper, TX
Zachary Coudret, IN

Christine M. Coudret, IN
Blair Cunningham, PA
Matthew Dane, CO
Lauren Daugherty, WA
Margaret David, AK
Harry Davis, TN
Rayleigh Deaton, SC
Margret Delaney, NE
Megan Delatour, NY
Matthew Denman, OK
Nick DeSantis, MA
Alyssa DeStefano, PA
Jennifer DeVore, NY
Irene Diaz Gill, KS
Debbie Dinkel, AZ
Pamela Doughty, ME
Darian Douglas, AZ
Lauri Driggs, UT
Rebecca A. Duane, PA
Kelly Duley, CA
Julianne Eberl, ME
Stephen Ehrlich, PA
Luther Enloe, GA
Lewis M. Felton, III, AZ
Colleen Ferguson, IA
David Finck, NC
Aimee M. Fine, MO
Jillian Forbes, IL
Natalie Frakes, MI
Brian Frazee, IL
Morgan Freeman, MD
Gary L. Fridley, IA
Mira Frisch, NC
Sherry Fuller, TN
Sarah Garin, PA
Caroline Garlick, PA
Katherine Garrett, GA
Margaret Garriss, NC
Kiana Garvey, CA
Daniel Gerhardt, MO
Mona Ghodsi, CA
Kristin Gilbert, VA
Samantha Godus, NY
Tyler Goehring, PA
Laura Goodwin, IA
Gloria Grahe, PA
Alanna Griffin, NJ
Emily Guarino, NY
Melissa Guillory, MO
Joseph D. Gumpper, NY
Melissa Ann Gurholt, WI
Pei Han, NJ
Jonathan Handman, NY
Kimberly Handman, NY

Catherine Hanson, CO
Sonja Harasim, MN
Natalie Haugeberg, TX
Tracy Hefner, PA
Sandra Herrera, TX
Kathryn Higgins, MD
Jennifer Houck, MD
Vincent Houser, CA
Ronald Isaacson, VA
Pamela Ivezic, WA
Jonathan Jackson, NJ
Marilyn Jacobson, WA
K. Jamieson, WA
Robb Janov, NM
Marisa Jardim, CT
Andrew Jiao, VA
Nancy Jin, VA
Sara Jones, IL
Gwen Jorgensen, CO
Gabriel Katz, TX
Adam Keda, KS
James Keene, NJ
Rachel Keene, VA
Tascha Keettel, IA
Whun Kim, IL
Jordan Korth, IN
Lynne Kushner, RI
Gary Lee, MO
Jennifer Lee, D.M.A., MD
Miriam Lee, MA
Phoebe Lee, CA
Muireann Lemus, RI
Worth Lewallen, SC
Doug Longman, WA
Jennifer G. Lyford, WY
Gerald MacDougall, OH
Earl Maneein, NY
Colleen Marsh, SC
Kate Mathews, TX
Matthew J. Matura, NY
Nate McClendon, KS
Sara McGrew, GU
Jennifer Meckler, PA
Kirstin Miller, CO
Summer Miller, KS
Ramiro Miranda, KS
Michael Mleko, MT
Michelle Morales, IL
Benjamin Motter, VA
Yoshie Muratani, CA
Ryan Napier, TX
Gina Niblack, CA
Elizabeth Nichols, CA
Matthew Nix, MI

Jasmine Noh, CA
Patrick O'Connell, NY
Lavon C. Oke, IN
Santiago Olaguibel, FL
James Olson, TN
Karl Orvik, MA
Bonnie Osgood, NY
Merietta Oviatt, DMA, WI
Jonathan Pak, AZ
Nicholas A. Paraskevas, TX
Ida Pearson, AK
Marta Perrine, VA
Carrie Pierce, TX
Oana Potur, FL
Jessica Powell Eig, MD
Sara Preus, 
Shannon Prouty, VA
Anna Radspinner, PA
Jennifer Ramsay, NH
Marva Rasmussen, OH
Nina Ray, TX
Christiana Reader, NY
Beth Reed, VA
Amanda Reeves, CA
Paul Reiser, PA
Jennifer Rende, MD
Paul Rich, NV
Santiago Rodriguez, NM
Donna Ronayne, NM
Emma Rood, VA
Cindy Rosenberg, MD
Tom Rosenberger, PA
Zoe Rosner, SC
Lauren Rostek, MD
Caroline Rothstein, IL
John Mark Rozendaal, NY
Angela Ruiz, OK
Larry Rumpf, PA
Randal Runyan, CO
Nicholas Rzonsa, NY
Adrienne Salazar, VA
Anthony Salvo, CO
Stephanie Sant' Ambrogio, NV
Robert Schmidt, UT
Lori Shaffer, OR
Paul L. Shawver, MI
Braunwin Sheldrick, Columbia
Inna Sheyn, NJ
Paul Siekierski, NY
Michael Sloane, MN
Carly Sokol, NJ
Uli Speth, NY
Amy Stevenson, WA
Corinne E. Stillwell, FL

Anthony Stoops, OK
Emily Stoops, OK
Michael Strauss, PA
Daniel Strawser, TN
Sarah Strickland, TN
Emy Sukenaga, IL
Philip Taggart, TX
J.J. Tanzer, MA
Sondra Taylor, VA
Matthew Taylor, TN
Margie Thomas, NJ
Jenni Thompson, CA
Rozalyn M. Torto, IL
Beth Tradup, MN
Kristen Vance, IN
Dorian Vandenberg- Rodes, TX
Linda Versprille, SC
Curtis Viselli, IL
Valerie Walden, CA
Sherie Wall, CA
Christina Ward-de Leon, CT
Ioana Weathers, VA
Deborah E. Weir, CA
Jennifer West, CO
Emily White, ID
Linda Whitlock, MD
Sheldon Williams, WY
Tedd Wilson, MD
Megan Wilson, MI
Barbara Wolfe, NJ
Michelle Wollum, PA
Brandon Wong, CA
Aimee Xu, CA
Chan Ho Yun, CA
Lydia Zotto, NY

String Industry 
Council

Ken Stanton Music, GA
Honors Performance Series, NY
Jam With Lauren, ME

Institutional
George Mason University/

Potomac Arts Academy, VA
Mansfield University, PA
Skowhegan Area Middle 

School, ME
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Arguably the most profound—and certainly the most 
performed—movement of Benjamin Britten’s Simple Symphony, 
the Sentimental Saraband, is a powerfully eloquent miniature 
masterwork. Within the structures of stately triple meter, the 
piece traverses an enormous expressive and dramatic range, 
from heavy, agitated bombast to delicate, tender intimacy. 
Consequently, the Sentimental Saraband offers a myriad of 
technical and musical challenges for advanced student orchestras.

Origins	of	the	Simple Symphony
Englishman Benjamin Britten (1913-76) enjoyed a fruitful and 
varied career: his roles included composer, pianist, conductor and 
impresario. While perhaps best known for his vocal music—many 
of his operas are acknowledged masterworks—Britten also made 
substantial contributions to the instrumental repertory. Pieces such 
as Sinfonietta, an early work, and the later Sinfonia da Requiem 
were persuasive testaments to the continued viability of traditional 
forms. His friendship with Mstislav Rostropovich resulted 
in a flurry of mature-period works for cello, including three 
unaccompanied suites and the Symphony for Cello and Orchestra. 
Perhaps most famously, The Young Person’s Guide to the Orchestra 
has introduced generations of students to classical music. The 
breadth and depth of Britten’s published catalog is remarkable.
 Despite his prolific output, Britten wrote relatively few 

works suitable for performance by school ensembles. Full 
orchestra repertoire includes incidental music from his 1953 
opera Gloriana, while the popular Five Courtly Dances from 
‘Gloriana’ was specifically arranged for educational use by David 
Stone. Britten’s original The Courtly Dances from ‘Gloriana’ is also 
available on rental from Boosey and Hawkes. Two suites based 
upon the music of Gioacchino Rossini, Soirées Musicales (1936) 
and Matinées Musicales (1941), also are approachable by some 
high school orchestras. Of Britten’s music for strings, the list 
does not extend far beyond the Simple Symphony. Variations 
on a Theme of Frank Bridge (1937), a virtuosic homage to his 
principal teacher and mentor, is a conceivable choice for the most 
advanced ensembles. More accessible is the Chacony in G Minor, 
music of Henry Purcell that Britten set for string orchestra. 
 Britten’s creative precociousness rivaled that of Mozart or 
Mendelssohn: he began composing in earnest at age five. In 1934, 
while devising a piece specifically for the school orchestra market, 
he revisited some of his earliest compositions. The source material 
for the Simple Symphony dates from 1923-26, when Britten 
was between nine and 12 years old. In fact, the Sentimental 
Saraband contains the oldest material in the entire symphony, 
a 1923 waltz for piano that serves as the primary melody of the 
contrasting Poco piu tranquillo section. It is perhaps the skillful 
combination of childhood innocence and emerging maturity 

by Mark Laycock

Rehearsal and Performance Guide:

Sentimental Saraband 
from Britten’s Simple Symphony
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that is at least partially responsible for the lasting appeal of the 
Sentimental Saraband. However, there may also be a practical 
aspect of the longevity of the entire Simple Symphony: its flexible 
instrumentation. Playable by string quartet or string orchestra, 
the piece features a substantial bass part that is nonetheless wholly 
optional.

Rehearsal	Considerations
Given the density of expressive and technical information, 
encompassing dynamics, articulation, character—even occasional 
bowings—it is somewhat curious that Britten chose to confine 
his temporal directives solely to Italian terms: there are no 
metronome markings in the entire symphony. Moreover, Britten’s 
indications usually focus as much on style as they do tempo. 
The opening Poco lento e pesante dictates a heavy articulation 
within a tempo between lento and adagio. The ensuing Poco piu 
tranquillo modifies both speed and character. When superseded 
by Piu agitato at rehearsal 5, the question becomes whether to 
return to the opening tempo or to establish an even faster pace. 
While an indication of Tempo primo would have removed all 
doubt, a resumption of the opening speed will in fact be perceived 
as agitato, given that the prevailing rhythmic unit has changed 
from half notes to quarter notes. At rehearsal 7, Tranquillo 
represents the final significant temporal/expressive marking, 
again likely intended as a return to a previous marking (Poco piu 
tranquillo).  
 A further argument for consistent interpretation of the 
tempo indications lies in the formal structure of the movement:

 � A/m. 1 to ten measures after rehearsal 3 (G minor)
 � B/eleven measures after rehearsal 3 to one measure 

before rehearsal 5 (Bb major)
 � A’/rehearsal 5 to rehearsal 7 (G minor)
 � B’/one measure after rehearsal 7 to the end (Bb major)

 The principal thematic content of the Sentimental Saraband 
conveniently aligns with Britten’s primary temporal markings. 
Unifying melody and speed (and tonal center) throughout the 
movement maintains organic cohesion.
 Britten employs a sizable dynamic range throughout the 
Sentimental Saraband, from ppp (just before the Poco piu 
tranquillo and in the concluding measures) to ff (briefly after 
rehearsal 2 and as an extended climax between rehearsals 5 and 7).  
(While fortissimo is common throughout the Simple Symphony, 
ppp appears only in the first and third movements.) Volume levels 
at all points in the piece must be regulated in relationship to these 
two extremes. For example, the intensity of the forte phrases in 
the opening measures should leave ample room for growth to 
a climactic fortissimo later in the passage. The piano section at 
rehearsal 1, in contrast, must be of sufficient volume to enable the 
pianissimo at the Poco piu tranquillo to achieve contrasting quiet 
and intimacy.  
 Small-scale dynamic shifts are crucial to Britten’s expressive 
design. One common device is phrase repetition at a contrasting 
volume level. The Poco piu tranquillo, for example, demands 
meticulous attention to dynamic shading. The initial pianissimo 
phrase gains strength four measures later in its slightly re-
orchestrated consequent (Fig. 1).  Conversely, at rehearsal 4, 
the opening statement is lightly echoed four measures later. 

The subsequent phrase, more robust than the first, is similarly 
followed by a hushed response.  

Fig. 1: Poco piu tranquillo.

 Arrival points, both localized and structural, are frequently 
underscored by changes in volume. Typically, Britten approaches 
these with a preparatory shift in the opposite direction. In the 
sixth measure of the piece, the diminuendo to mezzo forte must be 
observed in order to execute the ensuing crescendo back to forte. 
In the fifth measure of rehearsal 5, the upper strings reduce their 
volume, then build to the next melodic statement. The climactic 
Allargando molto is similarly preceded by a drop in intensity.  
 The careful observation of longer-term dynamic changes is 
another key expressive element. Protracted volume shifts typically 
are most challenging for accompanying voices: the change in 
intensity must be steady, yet always in balance with the melodic 
line. All players should be cautioned to not execute the shift too 
quickly; in fact, a delayed response often heightens the effect. 
The dramatic opening section features several examples. Eight 
measures before rehearsal 2, the crescendo from pianissimo to 
forte extends eight bars; cello and bass ostinati should coordinate 
their growth with the more active upper voices, maintaining 
melodic balance throughout. Five measures after rehearsal 2, a 
four-bar crescendo builds from forte to fortissimo; this subtle shift 
requires patient execution. The passage that follows the fortissimo 
is essentially an extended diminuendo, albeit with momentary 
phrase swells. A “reluctant decrescendo” will help preserve 
the intensity and provide for a natural, gradual release of the 
accumulated energy.  
 The Sentimental Saraband also offers ample opportunities 
to explore timbral variety: The myriad dynamic gestures should 
be reinforced by contrasts in tone color. The visceral impact of a 
crescendo, for example, is only fully achieved with a concomitant 
intensification—usually through vibrato speed and width—in 
the left hand. In contrast, there are many passages, whether 
accompanimental or simply whispered melodies, that could 
benefit from a more subdued approach in the left hand. The 
careful control of timbre also can help project the melody in soft, 
thickly scored passages while enabling accompanying voices to 
recede into the background.
 Britten’s meticulous control of articulation—a plethora 
of tenuto, staccato, sforzando and accent markings—requires a 
sensitive, even artistic, approach. Chiefly, the affected note must 
be performed in stylistic collusion with the surrounding passage.  
 The staccato dot, so prevalent in the B sections of the 
Sentimental Saraband, is a prime example (Fig. 1). With 
this largely ambiguous indication, the degree of separation 
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is an entirely contextual consideration. In an environment 
characterized by quiet lyricism within a slow tempo, staccato 
must be approached as detached—its true meaning—rather 
than strictly short. At the Poco piu tranquillo, for example, the 
viola and cello staccato downbeats should be generous in length 
(akin to staccato combined with tenuto), released with vibrato 
and completely devoid of any accent or undue weight. The 
same delicate approach applies to an even greater extent to the 
sequential figures in the first violins, executed as close as possible 
to the tip with a lovingly tapered, yet lingering, ending.
 The slurred tenuto at rehearsal 8 requires similar sensitivity 
(Fig. 2). Marked teneramente (“tenderly”), the passage functions 
as a brief bridge between valedictory statements of the B subject. 
A true portato bowing will connect the notes into coherent 
phrases. While the motion of the bow remains constant, 
individual notes are articulated by means of weight placed into, 
then released from, the string; vibrato ensures an added degree of 
connection to the melody.

Fig. 2: reh. 8, Violin I.

 One additional stylistic concern is the marcato quarter notes 
found in the A sections (Fig. 3). Embedded in strong, forceful 
passages, these require heavy articulation with sustained intensity. 
A more connected, unbroken style will help preserve the strength 
of these sections.

Fig. 3: 5-8 mm. after reh. 2, Violin II, Viola.

 While the printed bowing indications correspond closely 
with the phrase shaping, both notated and implied, there is a 
large portion of the movement that will require careful planning 
of right hand technique. The symmetrical rise and fall of the 
opening measures is a straightforward device, made easier 
when violin II and viola begin the movement with an up-bow. 
This will necessitate adjustment at times via an added slur or 
hooked bowing, but the ease of phrasing the whole-note swells 
more than justifies the occasional accommodation. [Unless 
otherwise indicated, noted phrase crescendos should grow only 
to the next dynamic level (i.e., forte to fortissimo).] The primary 
melodic figure of the A sections is best initiated with a hooked 
bow. Curiously, this is indicated (by means of a bracket) only 
at rehearsal 5, but works consistently for each statement of this 
melody (Fig. 4).

Fig. 4: reh. 5, Violin I.

 The majestic tempo of the movement, together with 
the lyrical style of its melodic material, raises the prospect of 
tasteful rubato at appropriate places. Tempo fluctuations may 
be employed to underscore key structural points; these are most 
successful when brief and understated so as not to interrupt the 
music’s forward momentum. A significant cadence, particularly at 
the conclusion of a major section, is a prime location for a slight 
relaxation of the pulse. One additional place invites lingering 
both for musical as well as practical reasons. Eight measures after 
rehearsal 8, Britten indicates tenuto at the end of the bar (Fig. 5). 
Prolonging the third beat allows the energy of the crescendo to 
dissipate into the succeeding piano. It also permits the cello and 
bass players to transition from arco to pizzicato.

Fig. 5: 7-9 mm. after reh. 8.

 Ensemble balance is a particular challenge in several passages. 
Britten’s predilection for ostinato figures and pedal points thickens 
the texture through much of the movement. Younger performers 
must remember that the more repetitive the part, the lesser its 
importance within the texture. Melodic interest is distributed 
democratically among the sections; a key factor in the enduring 
popularity of the Simple Symphony may very well be the 
challenge, satisfaction and musical substance inherent in each part.  
 Passages of melodic importance are typically demarcated by 
an expressive term: espressivo, marcato, dolce. Shorter melodic 
fragments require immediate, concentrated effort to project 
dramatically; players should respond with intensity in both the 
left and right hands. [Consequently, one of the most challenging 
lines is found in Violin II in the 11th measure of the Poco piu 
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tranquillo, an excerpt that must, in part, be projected by the 
right hand alone (Fig. 6).]  At rehearsal 3, where the subject is 
distributed between upper and lower strings, the transition from 
melody to accompaniment in each voice must be attended by a 
significant diminuendo (Fig. 7).  

Fig. 6: 8-14 mm. after Poco piu tranquillo, Violin II.

Fig. 7: 2-7 mm. after reh. 3, Violin II, Viola, Cello, Bass.

 A salient feature of both A sections is intensified repetition. 
The opening melodic gesture, for example, is repeated verbatim 
eight measures later; the key difference, the accent at the apex 
of the crescendo in Violin II and Viola, should be emphasized. 
Britten takes this construct even further at rehearsal 2, where the 
crescendo is underscored by expressive leaps and, later, sforzando 
(Fig. 8). In the Piu agitato, further intensification is achieved 
through melodic variation in the first violins and a dramatic 
register shift in the violas.

Fig. 8: 9-10 mm. after reh. 2.

 In these same passages, Britten employs harmonic tension 
to fortify intensity. The tied half notes of the first violins grow 
increasingly dissonant with each ensuing repetition. Colored by 

harmonic shifts in the accompaniment, they eventually become 
full-blown suspensions (Fig. 8). To enhance the effect of these 
dissonances, the firsts must intensify across the bar line, lending 
the pitch added weight prior to its resolution.

Conducting	Challenges
A broad triple pattern is effective for most of the Sentimental 
Saraband. A gesture unencumbered by subdivision has two 
advantages: it conveys the fluid connection of the line while 
placing upon the players the onus of rhythmic responsibility.
 The most formidable challenges for the conductor occur 
when the tempo slows. The climactic Allargando molto, 
nine measures after rehearsal 6, is one such passage (Fig. 9). 
Fortunately, Britten precedes this measure with a quarter rest, 
enabling both conductor and ensemble to prepare the new tempo 
with confidence. Subdividing and lengthening the third beat prior 
to the allargando permits the musicians to breathe together in 
the new pulse, the duration of which is the ensuing quarter note. 
The initial four quarter notes of the allargando are conducted 
individually within a subdivided three pattern. At the half note 
(beat five), the conductor resumes a three pattern, but at the same 
slow pace; this will allow a smooth transition to a tempo where 
notated. This tempo alteration is most challenging for all but the 
first violins: accompanying players need to be wholly involved 
in the changing pulse while sustaining longer note values. 
Rehearsing this transition pizzicato lends greater audibility to 
fundamental rhythmic relationships and allows the conductor to 
check for understanding.

Fig. 9: 8-11 mm. after reh. 6.

 The Molto ritardando that ends the piece also may create 
unease in both conductor and instrumentalists (Fig. 10). Again, 
imposing subdivision at the proper time is the key. While 
careful observation of the echo effect (ppp) establishes the sonic 
environment, stretching the third beat (the violins’ half notes) 
before the final two measures provides an organic transition into 
a six pattern. Indicating quarter notes for the last two bars has 
several advantages: it permits the conductor to show precisely 
the length of the staccato half note, allows for greater clarity 
in indicating the pizzicato in the low strings, and facilitates 
an appropriate stretching of the quarter note at the end of 
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the penultimate measure. The final violin sonority should be 
lengthened and tapered to ensure a satisfying conclusion to this 
profound musical journey.

Fig. 10: 12-16 mm. after reh. 8.

 At least two other passages may prove imposing for the 
inexperienced conductor. The transition into the Poco piu 
tranquillo is daunting for several reasons: the extremely soft 
dynamic, exposed second violins, absence of rhythmic pulse, 
melodic upbeat and change of tempo. Though the perceived 
rhythm all but stops, the conductor should continue the gesture, 
albeit subtly, through these measures. Violin I, viola and cello must 
sustain their tied notes all the way to the rest. Here, on beat two, 
the conductor’s release gesture also functions as the preparation 
for the viola/cello upbeat. If kept small and stretched slightly, this 
gesture will clearly and accurately prepare the new tempo.
 One final area of concern is the powerful homorhythmic 
section at rehearsal 6 (Fig. 11). The dramatic impact of the 
passage will be heightened if the gesture reflects the actual 
rhythmic content; extraneous beats contradict the imperative to 
sustain. While maintaining a continuous pulse, the conductor 
should portray the rhythm rather than the meter. Heavy, vertical 
gestures with little or no rebound will convey effectively the 
weight and breadth of each tone. For the subito pianissimo, a light 
gesture gingerly placed on a higher plane should elicit the desired 
dynamic contrast, followed by a dramatic sweeping motion to 
show the forceful crescendo.

Fig. 11: reh. 6.

The Sentimental Saraband is one of the most meaningful 
compositions accessible to student musicians. Navigating a wide 
emotional range, it requires equal parts musical maturity and 
technical proficiency. Careful attention to Britten’s exacting 
notation will deepen and intensify the experience for performers 
and listeners alike.
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Setting	the	Stage
We have all seen it—the dreaded claw-like bow-hand shape best 
characterized by straight and tense fingers. The image is unsettling 
because we, as string teachers, understand all too well that a lack of 
finger and wrist mobility will undoubtedly hinder the development 
of more advanced bow control. More simply stated, finger and 
wrist mobility are as fundamental to bow control as developing a 
proper bow-hand shape.1 
 If finger and wrist mobility are so important to right-hand 
technique, then why do so many string students in our orchestra 
classes struggle to grasp the concept? At this point, we can only 
speculate; however, in speaking with string teachers informally, 
many agreed that teaching finger and wrist mobility was important, 
but found the skill difficult to teach. To make matters more 
challenging, the skill remains absent from many of our current 
method books. With exception to Sound Innovations and All for 
Strings,2 few method books address the skill beyond initial bow-
hand shape instruction, opting instead to spend more time on 
melodic, harmonic and rhythmical aspects of music literacy and 
string technique.
 There also is the small matter of labeling finger and wrist 
mobility. Why are labels important? Labels enable us as teachers 
to communicate complex concepts in a concise and, often times, 
more accessible format. The field of string pedagogy has yet to 
agree upon a label for finger and wrist mobility. Ivan Galamian 
referred to finger and wrist mobility quite appropriately as part 
of a “system of springs.” But this term has yet to find its way into 
contemporary bowing lexicon.3 Simon Fischer and Henry Barrett 
refer to finger and wrist mobility as horizontal and vertical motion;4 
however, these terms individually don’t address the holistic nature 
of the motion we are discussing. Hamann and Gillespie refer to 
finger and wrist mobility as smooth bow-direction changes,5 but 
this term doesn’t address a re-articulation of the bow stroke in the 
same direction (e.g., portato or up-bow spiccato). If finger and wrist 
mobility is to become more accessible to teachers, the field needs a 
more appropriate term for finger and wrist mobility that exemplifies 
its requisite motions and easily identifies with current bowing 
terminology. We suggest the term, collé action. 

What	is	Collé	Action?
Why collé action? In determining a label for finger and wrist 
motion, we looked for a term that 1) resonated with current right-
hand terminology and 2) concisely described the entire reactive 
motion occurring in the fingers, hand and wrist. The collé stroke 
satisfied both requirements. 
 Collé is a relatively small collaborative motion involving the 
right wrist, hand and fingers. It is “produced by placing the bow 
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on the string with a ‘light pinch’ at the beginning of the stroke 
and immediately lifting it to prepare the next note.”6 In action, 
the fingers and hand activate the stroke, while the wrist passively 
reacts. In the case of broader collé strokes, the forearm may also 
become active.7 Collé can be performed in upward or downward 
motions at various bow placements and using various lengths 
of the bow as necessitated by the musical material (for more 
information, see Galamian and Fischer8). 
 From this description, we can see how collé addresses the 
motions of hand and finger quite well. Why, then, not label 
finger and wrist mobility as collé? There are two issues. First, collé 
requires active fingers, whereas the finger motions addressed here 
are passive. Second, collé is often identified in the literature as 
an off-string martelé, or a combination of spiccato and martelé.9 
The motions being addressed in the present discussion result in 
a smooth motion on the string. Be that as it may, collé possesses 
enough motion similarity to finger and wrist mobility that we 
believe the term is a useful depiction of the motion as a whole. 
 To address the passive, reactionary motion of the fingers and 
wrist, we borrowed the word “action,” from Paul Rolland. Action 
describes the passive and active motions that occur throughout 
the body during performance.10 This includes the “fine, almost 
undetectable movement of the body which occurs when the 
player is well-balanced and relaxed.” For example, as the left 
hand shifts up the fingerboard, the shoulder and elbow should be 
allowed to swing naturally under the violin or viola. With regards 
to bowing, the performer may shift their body weight naturally 
either bilaterally or unilaterally to the movements of the bow. 
Given that finger and wrist mobility as discussed here is a passive, 
reactive motion to the active hand and forearm, adding “action” 
after our first term “collé” seemed appropriate. 
 This brings us to a definition. The “collé action” is the supple 
reactionary and preparatory motions of the right-hand fingers and 
wrist to the directionality of the hand and forearm that occurs 
before an articulation of the bow stroke. To perform the collé 
action, the individual extends and flexes the fingers in reaction 
to the active hand, which is actively anticipating the movement 
in the forearm. As the bow moves in an upward direction, the 
wrist—as led by the hand—raises slightly causing the fingers to 
extend. During the downward motion of the bow, the wrist and 
hand flatten out and the fingers flex to their formally curved 
position as the weight of the elbow is redistributed on the bow 
stick. If executed properly, the performer should be able to 
maintain a smooth connect sound throughout the upward and 
downward bow stroke with relative ease.  

Developing	the	Collé	Action	
In discussing the developmental collé action strategies, it is 
important to note that this discussion only focuses on teaching 
collé action within violin and viola technique. Addressing all four 
bowed-string instruments would require a much more extensive 
discussion. While most strategies are universal, others may not 
translate directly to lower-string instruments. 
 The first order of business is to decide when to introduce 
collé action. Given that collé action requires the use of fine-motor 
skills in the right hand, we suggest that it be introduced after 
students can demonstrate a proper bow-hand shape consistently 
and begin to refine previously developed basic bow-control 
skills. Such sequences typically occur during the intermediate 
or developing stages of the string curriculum, either during the 
second or third year of instruction—depending on the frequency 
of class meetings. Regardless of when collé action is introduced, 
it is essential that no time limit be placed on the development of 
collé action. Student outcomes should rather dictate the pace of 
instruction. When in doubt, review.
 Second, we need to understand what to expect from our 
students. The collé action is a reactionary motion in the fingers 
and wrist. The motions being described here are relatively 
small and, in some cases, may be barely noticeable. The 
outcomes, however, are anything but inconsequential. Proper 
implementation of the collé action allows the performer to 
cushion the naturally occurring accent during the articulation 
of the bow stroke. This, in turn, dramatically expands the level 
of control that a performer has over the type of sound drawn 
from the instrument. While collé action can be applied to many 
different skills throughout the right-hand curriculum, we have 
chosen to examine it here as it relates to controlling the bow-
direction change at the frog. Once learned in this capacity, collé 
action is more easily transferable to other strokes, such as legato, 
spiccato and portato, among others.
 The greatest challenge in performing the collé action during 
bow-direction changes is to maintain a relaxed, appropriate bow-
hand shape while supporting the weight of the bow, an issue that 
frequently plagues young or inexperienced players. In some cases, 
the pinky finger of young violinists tends to afford insufficient 
counterbalance to the weight of the bow when playing at the 
frog, which often results in an incorrect version of the Russian 
bow hold (i.e., the right-hand fingers straighten and stiffen as a 
result of an excessively high wrist to forearm angle). The rigidity 
in the fingers prohibits the performer from implementing the 
collé action. To remedy this issue, we have broken down the 

Figure 1. From left to right: (a) Forearm rotated counterclockwise to a 45-degree angle, (b) right hand with a restricted movement, (c) 
extension (opened) and (d) flexion (closed) of fingers
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collé action into its divisible building blocks and discuss exercises 
that will address these blocks in an exaggerated manner within a 
context where tension is greatly reduced, i.e., away from a bow or 
bow-like apparatus. 
 First, isolate the finger motion. With your right arm raised to 
the chest level in front of you, rotate your forearm counterclockwise 
to a 45-degree angle (Figure 1a, previous page). With your left hand, 
hold the top of the right hand gently to prevent any obvious large 
motions of the wrist (Figure 1b, previous page). Extend (open) and 
flex (close) the fingers, including the thumb (Figures 1c and d). As 
the fingers extend, allow a slight flexion (downward) motion in the 
wrist, and vice versa. Repeat as needed. Do not allow the fingers to 
become tense in a fist or completely straight in a locked position.
 Next, isolate the wrist motion. With your right arm 
raised to the chest level in front of you, rotate your forearm 
counterclockwise to a 45-degree angle. Hold an object in your 
right hand, such as a golf ball or plastic Easter egg, to immobilize 
the fingers (Figure 2a). Extend (move up) and flex (move down) 
the wrist (Figures 2b and c). Repeat as necessary. 
 Next, combine both the finger and wrist movements into a 
single collé action using a light object, such as a pencil or straw 
(Figures 3a and b).11 The motion can be practiced with or without 
pronating the right hand into the bow-like apparatus; however, 
ample exercise with pronation should precede introducing the bow. 

 
  
 Now, introduce the bow. Form the bow-hand shape at the 
balance point of the bow where the bow weight is neutral.12 Hold 
a 6-inch section of PVC pipe or a toilet-paper tube over the left 
shoulder to simulate the bow path across the strings. Insert the 
tip of the bow into the tube. Push the bow up until the bow 
hand is about 1-2 inches away from the end of tube to allow a bit 

of upward motion of the bow. 
Ensure that students drop their 
shoulder and elbow to a relaxed 
position. Repeat the previous 
finger and wrist exercises. Make 
sure the hands of all students 
are pronated into the bow stick; 
students also should maintain a 
curved pinky that rests on top 
of the bow. Once the desired 
motion of the fingers and wrist 
is obtained, move the bow hand 
down the bow stick about 1 inch 
and repeat the exercises until the 

motions are practiced with the bow-hand shape at the frog. 
 At this point in the sequence, introduce the violin or viola. 
We like Hamann and Gillespie’s concept of rubber-banding 
the 6-inch PVC pipe to the top of the strings,13 because it more 
easily facilitates the transfer of skills learned previously to the 
instrument. Again, review the previously discussed strategies 
through the tube. Once satisfied with students’ progress, take 
the tube off the instrument and attempt the collé action at the 
balance point of the bow on the strings. If students need more 
practice, Hamann and Gillespie suggest several other effective 
strategies that isolate the collé action on the bow: Statue of 
Liberty, Balancing and Rubbing, and Multiple Flexes. 

Statue	of	Liberty:	Have student extend their arm in the air, with 
the bow tip pointing straight up, and flex their fingers.  
Balancing	and	Rubbing:	Have students place their bows on the 
string at the balance point with their bow hand near the balance 
point. Instruct students to make short strokes at the balance point 
by flexing their right-hand fingers and wrist.  
Multiple	Flexes: Have students practice several finger and wrist 
flexes at either end of the bow while bowing.14 

 If your students are ready to move on, place the balance point 
of the bow on the string and perform the exercise found below 
using only the fingers and wrist to produce a tone (no forearm 
motion is allowed). In this exercise, tone production is not the 
main concern, but the correct collé action is (Figure 4). To help 
isolate the finger and wrist motion, the student may restrict the 
forearm movement with the left hand under the violin. 

 
Figure 4. First collé action exercise

 Finally, we move onto the smooth collé motion and apply it 
to a simple two-octave scale, such as G major (Figure 5). Perform 
the eighth-note patterns below as smooth as possible using collé 
action in collaboration with the forearm. This exercise can be 
performed both with the tubes and on the string. In both cases, 

Figure 2. From left to right: (a) Isolated wrist with a plastic Easter egg, (b) flexion motion of the 
wrist and (c) extension motion of the wrist

Figure 3: The collé action (a) extension of wrist and flexion of 
fingers, (b) flexion of wrist and extension of fingers
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make sure that the students remain at the absolute frog and the 
absolute tip, and do not drift into a “middle-ish” bow placement. 

Figure 5. Collé action two-octave scale exercise

Collé	Action	and	the	Broader	String	Curriculum
While extremely effective at facilitating a smooth bow-direction 
change, collé action is by no means restricted to this role. Rather, 
its “umbrella” function is to allow the hand and fingers to react, 
cushion and prepare the articulation(s), a skill that is required of 
almost every bow stroke and in the performance of chords. Given 
this premise, we suggest that collé action be linked and reviewed 
frequently before many other right-hand skills, including, but not 
limited to, rapid string crossings, legato, brush strokes, spiccato, 
portato, and collé. We would even go as far as to suggest that 
string instructors designate time within the student warm-up 
routines to include the collé action. A few minutes each day may 
end up saving hours of rehearsal time later. Moreover, students 
will have the opportunity to develop their right-hand abilities at a 
more efficient rate.

Conclusion
It is beyond reproach that finger and wrist mobility are of the 
utmost importance when considering a smooth and consistent 
bow stroke; however, up until now, labeling these skills has been 
somewhat problematic. Per our discussion, we ask that the string 
field consider referring to finger and wrist mobility as the collé 
action. Given its motion similarity to the collé bow stroke, this 
term acts as a more holistic and associative descriptor of the 
requisite motions than previous labels. Also, we suggest that the 
collé action be linked judiciously to other bow strokes and woven 
strategically throughout the string curriculum, in order to help 
students further develop necessary right-hand skills. 
 This article contains only a few suggestions that can be 
used to teach the collé action. For more information, see the 
works of Galamian, Fischer, Flesch and Capet. Given that the 
present work focused exclusively on violin and viola technique, 
there remains a need for more clarification from a “low-string” 
perspective. We would encourage more work to be done in this 
area by our cello and bass colleagues. We would also encourage 
the string field to consider ways of weaving the collé action into 
the development sequences of other important bow strokes and 
right-hand techniques. Finally, we hope that this discussion aids 
string teachers and students alike in creating and enjoying the 
implementation of a more beautiful, connected sound on our 
beloved string instruments. 

1 Carl Flesch, Urstudien, (New York, NY: Carl Fischer, 1911), 8; Flesch, The Art of Violin 
Playing: Book One, 58.

2 Bob Phillips, & Kirk Moss, Sound Innovations for String Orchestra: Sound Development 
(Van Nuys, CA: Alfred, 2012); Gerald E. Anderson, & Robert S. Frost, All for Strings: 
Comprehensive String Method (San Diego, CA: Neil A Kjos). 

3 Joel Berman, Barbara G. Jackson, & Kenneth Sarch, The ASTA Dictionary of Bowing and 
Pizzicato Terms, 4th ed., (Fairfax, VA: American String Teachers Association, 1999). 
There is no mention of system of springs or a derivation of the term in this dictionary. 

4 Simon Fischer, Basics: 300 Exercises and Practice Routines for the Violin (New York, NY: 
Peters Edition, 1997), 7; Henry Barrett, The Viola: Complete Guide for Teachers and 
Students, (Tuscaloosa, AL: University of Alabama Press, 1978), 72. 

5 Donald L. Hamann & Robert Gillespie, Strategies for Teaching Strings: Building a Successful 
String and Orchestra Program, 2nd ed. (New York, NY: Oxford University Press, 2009), 79.

6 Berman and others, The ASTA Dictionary of Bowing and Pizzicato Terms, 16; see also 
Galamian, Principles of Violin Playing & Teaching, 73.

7 Galamian, Principles of Violin Playing & Teaching, 74.
8 Ibid., 73; Fischer, Basics, 62.
9 Ibid.; Gerle, The Art of Bowing Practice: The Expressive Bow Technique, 67.
10 Paul Rolland & Marla Mutschler, The Teaching of Action in String Playing: Developmental 

and Remedial Techniques [for] Violin and Viola (Urbana, IL: Illinois String Research 
Associates, 1974), 33. 

11 Straws are an excellent resource, because they bend when the student’s bow-hand shape 
becomes tense. 

12 Hamann and Gillespie, Strategies for Teaching Strings, 60; Rolland, The Teaching of Action in 
String Playing, 85.  

13 Hamann and Gillespie, Strategies for Teaching Strings, 67.
14 Ibid., 73.

Jacob M. Dakon serves as an assistant professor of 
music education at the University of Kansas and a 
research fellow with the University of the Free State 
in Bloemfontein, South Africa. As a former middle 
school orchestra teacher and a Suzuki violin 
instructor, Dakon’s research interests include string 
pedagogy for the heterogeneous string class and 
learning behaviors exhibited by beginning-level 
instrumentalists. His writings can be found in the 

Bulletin of the Council for Research in Music Education, the String 
Research Journal, the Journal of Historical Research in Music Education, 
and the American String Teacher. Dakon also remains active as a 
clinician, conductor, and violinist.

Selim Giray serves as director of orchestral studies 
at the University of Mississippi. Since 2007, he has 
been serving as concertmaster of the Ohio Light 
Opera, where he performs for 20,000 patrons 
each season and has been featured on CD's for 
Albany Records. From 2000 to 2003, Giray taught 
at Interlochen Arts Camp. He recorded a CD titled 
Turkish Music for Violin & Piano (distributed by 
Naxos and other major retailers) and edited 

Saygun’s violin concerto for Peermusic. Internationally, Giray performed 
and offered master classes at major universities including the China 
Conservatory of Music, Istanbul Technical University, Florida State 
University, and Louisiana State University. Between 2012 and 2014, 
Giray performed two recitals at Carnegie Hall. Also in 2014, Giray 
was honored to perform at the Embassy of Australia in Washington 
D.C. He is a former pupil of Eliot Chapo and Fritz Gearhart. Giray 
performs on a violin made by Anton Krutz.



36 | American String Teacher | August 2015

There apparently was a conductor at Indiana 
University who was fond of telling his 
orchestras that being in tune was like being 
pregnant—you either are or are not. I have 
come to strongly believe that portraying 
being in tune as a simplistic yes or no 
proposition is not just counterproductive, 
but completely inaccurate. What I hope 
to show in this article is that “in tune” is 
influenced not only by obvious factors 
such as melodic/harmonic context and the 
ensemble in which one plays, but also by 
the quite present legacy of various past pitch 
systems. However, before I can argue that, it’s 
necessary to review the major pitch systems 
that preceded equal temperament.                                                                            
 First, just a few rules about how interval 
calculations are made. All intervals have 
common names such as major third or minor 
seventh, but hidden behind these names 
are more precise and unique identifiers, 
which are each interval’s unique numerical 
ratio. These ratios are found by dividing 
the frequency of the interval’s top note by 
the frequency of its base note, such as 440 
divided by 220 yielding the P8’s ratio of two, 
or 440 divided by 330 producing 1.3333, 
the ratio for a P4. Counterintuitively, to add 
intervals together, one must multiply their 
ratios. To subtract one interval from another, 
one divides their ratios. Interval sizes also can 

be described by a logarithmic measurement 
called cents. By arbitrary but convenient 
definition, there are exactly 100 cents in an 
equally tempered half step, and therefore 
1,200 cents in a P8. The rather arcane 

by Jeffrey Showell

Still Affect Our Notions of  Intonation
Historical Pitch Systems



www.astaweb.com | 37 

formula for cents is 1,200 times the log base two of the interval’s 
ratio. It’s much easier to simply use an online converter, such 
as www.sengpielaudio.com/calculator-centsratio.htm.  Interval 
values in cents can be directly added and subtracted from one 
another. The use of cents tames the upward linear acceleration 
of Hertz, and provides a consistent and proportional means of 
measurement and description.	 
 The harmonic overtone series not only forms the background 
for all western pitch systems, but also is the ultimate source of 
some of the vexations in each western pitch system. Here are the 
first 16 members of the overtone series, with their deviations from 
equal temperament:

1 x = fundamental
2 x = perfect octave
3 x = perfect octave + perfect fifth 
4 x = 2 perfect octaves
5 x = 21.5 cents below 2 perfect octaves + major third (Just M3)
6 x = 2 perfect octaves + perfect fifth 
7 x = 31.2 cents below 2 perfect octaves + minor seventh 
8 x = 3 perfect octaves
9 x = 3.91 cents above 3 perfect octaves + major second 
10 x = 21.5 cents below 3 perfect octaves + major third (Just M3) 
11 x = 51.3 cents above 3 perfect octaves + perfect fourth
12 x = 3 perfect octaves + perfect fifth
13 x = 40.5 cents above 3 perfect octaves + minor sixth 
14 x = 31.2 cents below 3 perfect octaves + minor seventh
15 x = 11.7 cents below 3 perfect octaves + major seventh
16 x = 4 perfect octaves

One can hear all of this at http://www.youtube.com/
watch?v=vS8PEM-ookc.
 
 Pythagorean Pitch, which started developing at least from 
500 BC, and which held sway all the way through Gothic 
polyphony, was initially codified by the Pythagoras (c. 570-495 
BC), of right triangle fame.	He and his contemporary Greeks 
spent much time considering the numerical relationships that 
governed the intervals of a vibrating string, and were especially 
keen on the ratio of 3/2. They referred to these ratios and other 
musical numerical relationships as music of the spheres, or 
harmony of the spheres, because they believed that the numerical 
relationships found in music were the same as those that underlay 
the structure and functioning of the universe, such as the motion 
of the planets, moon, and stars. The Pythagorean pitch system’s 
primary underlying principle, which we still use, was that in order 
to rise a P5, one stopped the string 1/3 of the way up, which is 
2/3 of the former length, given the same tension. Conversely, 
to go down a perfect fifth from a given note, one lengthens that 
vibrating string by 1/2, which was then 3/2 of the former string 
length, at the same tension. By progressively stacking up 12 P5s 
from a starting note, the Pythagorean system eventually derived 
all 12 notes of what we now think of as the chromatic scale, called 
the cycle or circle of fifths. This is accomplished by successively 
multiplying by 3/2, or 1.5. However, in order to get the full range 
of all Pythagorean chromatic and diatonic values, one needed not 
only go up 12 fifths, but also to go down 12 fifths.	In common 
with all western pitch systems except equal temperament, 
Pythagorean pitch did not have enharmonic equivalents. In other 

words, C# was not the same as Db, etc.	Further,	diatonic half-
steps were smaller than chromatic half-steps. In other words, C to 
C# was larger than C to Db. Below is how the system looked, as 
fully developed by the late middle ages, based on C, in the middle 
of the stack:

Note Ratio Decimal	
Equivalent

Cents	from	C

B# 531441/524288 =1.0136 23.46
E# 177147/131072 =1.352 521.5
A# 59049/32768 =1.802 1019.55
D# 19683/16384 =1.201 317.59
G# 6561/4096 =1.602 815.63
C# 2187/2048 =1.068 113.68
F# 729/512 =1.424 609.35
B 243/128 =1.898 1109.77
E 81/64 =1.266 407.82
A 27/16 =1.6875 905.87
D 9/8 =1.125 203.191
G 3/2 =1.5 701.955
C	 1 =1 0

F 4/3 =1.333 497.61
Bb 16/9 =1.778 996.09
Eb 32/27 =1.185 294.13
Ab 128/81 =1.580 792.18
Db 256/243 =1.053 90.22
Gb 1024/729 =1.405 588.27
Cb 2048/2187 =1.873 1086.31
Fb 8192/6561 =1.249 384.36
Bbb 32768/19683 =1.665 882.40
Ebb 65536/59049 =1.109 180.45
Abb 262144/177147 =1.480 678.49
Dbb 524288/531441 =1.9731 23.46

 One can extract from the above that what we now think of as 
enharmonic equivalents were 23.46 cents apart, that diatonic half 
steps were 90.2 cents, and that chromatic half steps were 113.7 
cents.
 	  As we all know, despite the contrary evidence provided by a 
modern keyboard, these 12 Pythagorean P5s exceed seven P8s by 
a small interval called the Pythagorean comma, the ratio of which 
is 1.00136363, or 23.46 cents. The ancient Greeks’ solution to 
this inequality was to chop off the top 23.46 cents of that last P5 
of the stack in order to make the stack of 12 fifths the same size as 
that of seven P8s, in essence subtracting the Pythagorean comma 
from that 12th fifth. The 23.46 cents that exceeded the seven 
octaves is shown below in light shading, and the resulting last too 
small wolf fifth of 678.49 cents is shown in darker shading.1
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Seven perfect octaves = 8,400 cents
Twelve perfect fifths = 8423.46 cents

                                               
(not to scale)

 It was this squashing of this top fifth, plus using the 
ratio of two to transpose the notes from the 12 stacked P5s 
back into the original octave, rather than by the ratio of a 
true Pythagorean octave (2.0038754738), that created the 
complications that ultimately made the system unworkable for 
anything more complex than Gothic polyphony. These are the 
inherent characteristics of any P5 based system that is forced to 
co-exist with P8s, and they bedeviled musicians for 2,000 years.   
Calculating the cycle completely in one direction put the wolf 
fifth right at the starting note,	while putting the base note in 
the middle of the stack placed the wolf fifth at the most remote 
location possible. Pythagorean pitch doesn’t really sound bad to 
our modern ears, except that we are likely not accustomed to 
hearing two half-step sizes, truly perfect fifths, and such high 
third- and seventh-scale degrees, and of course, the wolf fifth. An 
excellent musical example of Pythagorean pitch being used—in 
this case, Bach’s Prelude in C, BVW 846—can be found at http://
en.wikipedia.org/wiki/Musical_tuning#Tuning_systems.
 The next major development in western pitch systems was 
Just Intonation. This initially came from the later Greeks, as 
codified by Claudius Ptolemy (c. 90-168 a.d). Just intonation was 
lost in the Dark Ages, not to be uncovered until the 15th Century 
by Franchino Gaffurio (1451-1522), and then championed by 
Gioseffo Zarlino (1517-1590).2  Just intonation became the ideal 
of the Renaissance and perhaps even of the early Baroque periods, 

largely because of an almost puritanical reaction against the 
relatively large M3s and small M3s from the Pythagorean stack 
of fifths. This translated into a desire for the “pure” third-scale 
degrees derived from the overtone series, and for intervals whose 
ratios could be expressed as simple “natural” fractions, using 
smaller integers, such as 5/4 for the now smaller major third, and 
6/5 for the now larger M3. This is in clear contrast Pythagorean 
pitch, where ratios could be as complex as six digits over six digits.  
 Ptolemy’s just major scale was constructed by building justly 
tuned major chords, that is chords with the ratios of 1 - 5/4 - 3/2, 
on what would become the first-, fourth-, and fifth-scale degrees, 
with the resulting notes then rearranged to be a major scale.3 Not 
coincidentally, these notes also formed the proper relationships 
for just minor chords on the third- and sixth-scale degrees, with 
ratios of 1 - 6/5 - 3/2.	In order for all this to happen, the third, 
seventh and 11th P5s in the cycle of fifths had to be flattened 
(tempered) by the small interval of a syntonic comma, which is 
the difference in size between a Pythagorean M3 and a Just M3, 
or, between 81/64 and 5/4, which turns out to be the ratio of 
1.0125, or 21.50629 cents. The just scale yielded five in tune 
chords, but the minor chord on ii and the diminished chord on 
vii were unusably out of tune.  On the chart below, some note 
ratios are transposed to stay within an octave range.
 Just intonation created two sizes of whole steps and four 
different sizes of diatonic and chromatic half steps. Because of 
the tempering of three fifths of the cycle, the wolf fifth changes 
from being a too small Pythagorean fifth of 687.5 cents, to being 
a gigantic wolf fifth of about 743 cents. Further, when the cycle 
is worked out for all chromatic notes, various other wolves are 
created, some even on thirds. Each calculation for a new key 
yields some pitches impossible to reconcile to other keys, because 
of the syntonic comma shifting to the new third, seventh, and 
11th fifths of each new stacking of fifths. All these made playing 
a keyboard in keys other than the one to which it had been tuned 
much, much more problematic than in Pythagorean pitch, with 
the level of pain increasing proportionately of the low third-, 
sixth- and seventh-scale degrees, and because of its huge wolf 
fifth. As you listen, though, do keep in mind that this system 
apparently sounded more or less acceptable to Renaissance 
musicians.                                                                                           

Major: C E G
(1	-	5/4	-	3/2) F A C G B D

2/3 5/6 1 5/4 3/4 15/8 9/4

Minor: A C E
(1	-	6/5	-	3/2) E G B

5/6 1 5/4 3/2 15/8

Rearranged	as	a C D E F G A B C
    major	scale 1 9/8 5/4 4/3 3/2 5/3 15/8 2

Did	not	work: D F A Did	not	work: B D F
Minor: 9/8 4/3 5/3 Diminished: 15/16 9/8 4/3
Needed	to	be: 9/8 27/20 27/16 Needed	to	be: 15/16 9/8 27/20
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 The next big iteration in pitch, in vogue during the Baroque and early classical periods, was Meantone temperament. By far the 
most widely adopted form of this system was Quarter Comma Meantone, first codified by the Italian theorist and composer Pietro 
Aaron (c. 1480-after 1545). It is similar to just intonation in its retention of the “pure” low third-scale degree of just intonation, but 
its innovation is to stack fifths that are uniformly tempered by exactly 1/4 of a syntonic comma, or by 5.4 cents each, instead of 3/5 
each tempered by entire syntonic commas. This represents the first significant evidence of a shift away from a P5, and towards a P8, as 
the fundamental interval of pitch. The word “mean” in meantone is used in the arithmetic sense of averaging, because one side effect of 
the 11 tempered fifths is the averaging of the two sizes of whole steps from just intonation back into just one size. The half steps within 
these whole steps, with the distance from the home key.  
 This link: http://en.wikipedia.org/wiki/Musical_tuning#Tuning_systems has a version of that same Bach prelude using just 
intonation. Even without the non-diatonic chords on which just intonation clearly has problems, the performance would still sound 
uncomfortable to modern ears because of the low 3rd, 6th and 7th scale degrees, and because of its huge wolf fifth. As you listen, 
though, do keep in mind that this system apparently sounded more or less acceptable to Renaissance musicians.
 The next big iteration in pitch, in vogue during the Baroque and early classical periods, was Meantone temperament. By far the 
most widely adopted form of this system was Quarter Comma Meantone, first codified by the Italian theorist and composer Pietro 
Aaron (c. 1480-after 1545).  It is similar to just intonation in its retention of the “pure” low 3rd scale degree of Just Intonation, but its 
innovation is to stack fifths that are uniformly tempered by exactly ¼ of a syntonic comma, or by 5.4 cents each, instead of three fifths 
each tempered by entire syntonic commas. This represents the first significant evidence of a shift away from a P5, and towards a P8, as 
the fundamental interval of pitch. The word ‘mean’ in Mean Tone is used in the arithmetic sense of averaging, because one side effect of 
the 11 tempered fifths is the averaging of the two sizes of whole steps from just intonation back into just one size. The half steps within 
these whole steps, however, are still of two sizes. 
 This more regular tempering of the cycle of fifths meant that a mean tone keyboard could more or less survive use in a greater 
number of related keys. However, because of these changes to all the fifths, its wolf fifth remained catastrophically large, at 737.77 
cents. That same Bach prelude again can be found, this time in quarter comma meantone, at http://en.wikipedia.org/wiki/Musical_
tuning#Tuning_systems, which I think you will agree, though still not comfortable to our ears, sounds more acceptable than the just 
intonation rendering. Please notice again the characteristic and similarly low third, the higher but still low sixth, and the spectacularly 
low seventh-scale degrees. A breath-taking example of what happens when one uses a keyboard tuned in quarter comma meantone, 
apparently centered on C, to play a piece in F minor, can be found at www.youtube.com/watch?v=54mE1hxAvyY. This is clearly not 
optimum.
 I suspect that many musicians, and this certainly included me, assumed that the “well-tempered” in the title of Bach’s Das 
Wohltempierte Klavier meant equally tempered, but this is not the case. The almost countless versions of well temperament were, at least 
viewed in retrospect, a transition between meantone and equal temperament. The fundamental characteristic of well temperament was 
its irregular tempering of the fifths in the cycle, usually with narrower fifths between natural notes and wider fifths between sharped or 
flatted notes.4 Put most favorably, this gave each key a distinct sound or color. Put more realistically, it was better than meantone, but 
not much. Though there were no longer any blaring wolf fifths in well temperament, this is not to say all intervals actually sounded 
good by modern standards. Present were both just and Pythagorean M3s, just and tempered fifths, and no single triad was perfectly 
consonant. In most versions, every half step was of a different size, though all within a narrow range of values. One could, more or less, 
play in most keys, with less pain than in meantone.    
 The first thing to realize about our current Equal Temperament is that like all the previous systems of pitch, it contains 
compromises. And perhaps somewhat surprisingly, equal temperament is still at least somewhat controversial, although I imagine it will 
still be with us for a good long time. Equal temperament gradually became the pitch of choice during the second half of the 1700s, and 
was more or less the standard by around 1800.
 Remember those varying half steps and whole steps in the previous systems? Let’s consider them again:

Pythagorean Just Meantone
(1/4	Comma)

Equal	
Temperament

Chromatic half 113.7 70.7 & 92.2 76 100 
Diatonic half 90.2 111.7 & 133.2 117.1 100
Whole 203.91 203.91 & 182.4 193.16 200

In Pythagorean pitch, chromatic half-steps are large, and diatonic small. Meantone and just intonation have the opposite, diatonic 
large and chromatic large. However, in a complete break with the past, equal temperament is based on having all half-steps exactly 
proportionally equal, and that these equal half-steps flow from an equal division of the octave. In order to go up an octave, one 
multiplies the frequency of the base note by two, or adds 1,200 cents.	It follows, then, that proportionally equal half steps in equal 
temperament would be found by using 12√2 as the half-step ratio, or approximately 1.0595, or exactly 100 cents. Every other interval 
in equal-tempered tuning can be found by using multiples of this half-step ratio or by using multiples of 100 cents. Seven of these 
equally-tempered half-steps make a slightly tempered fifth of 700 cents, and these 700-cent fifths fit perfectly and exactly into the 
theoretical modern octave-based keyboard, since 12 x 700 cents = 8,400 cents = 7 x 1,200 cents. Anything can be transposed into any 
key without conflicts, and neither modulations nor chromatic excursions can cause problems.  Because we have grown up with equal 
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temperament, it likely all sounds perfectly normal to us. However, if we had grown up in the Renaissance or Baroque periods, equal 
temperament probably would sound odd to us. Certainly, one generally agreed upon consequence of the modern equal temperament 
system is that its intervals, though safe and eminently functional, are bland and colorless in comparison to just intonation and 
meantone intervals.     
           Let’s directly compare what our four major systems look like in a major scale. Interval measurements are in cents.  Audio 
examples of these can be found at www.pyxidium.u-net.com/Acoustics/MusicMaths/MusicMaths.html#sounds.

Major	Scale	Degrees	In	Cents

1 2 3 4 5 6 7 8

Pythagorean 0 203.91 407.79 498.04 701.96 905.87 1,109.77 1,200
Just	Intonation 0 203.91 386.31 498.04 701.96 884.36 1,088.27 1,200
¼	Com.	Mean	Tone 0 193.16 386.31 504.45 696.51 889.78 1,082.91 1,200
Equal	Tempered 0 200 400 500 700 900 1,100 1,200

 Columns one and eight have identical values; those in four and five, moderate difference; and those in two, three, six, and seven, 
large differences. Notice how similar Pythagorean is to equal temperament. The Pythagorean whole steps are an almost undetectable 
3.91 cents larger, and the half-steps in the Pythagorean scale satisfyingly 9.8 cents smaller. The other, larger Pythagorean half-step 
does not come into play. The just intonation scale displays its two sizes of whole steps, and has the low third-, sixth- and seventh-
scale degrees. Quarter comma meantone goes back to a uniform but smaller size of whole step, by averaging the two sizes from just 
intonation, while still retaining the same lowered third degree, raising the sixth degree a bit, and lowering the seventh even further. The 
equal-tempered scale likely sounds normal, or has the power of suggestion now led us to now at least imagine that we hear blandness? 
But would anyone consider equal temperament bland, if he or she had not heard any other system?                                                                         
 Interestingly, many musicians believe that matching and being in tune with the piano is the best policy, since that should put 
them safely in equal temperament. However, this is actually mistaken, because it turns out that less than a two-octave span in the 
middle of the piano keyboard is actually tuned in literal equal temperament. Piano tuners make the treble of the keyboard progressively 
sharper, and the bass progressively flatter. In effect, both the upper and lower registers use progressively larger half-steps. This is done 
because the upper registers would sound low, and the lower registers would sound sharp to our ears if they were tuned in actual equal 
temperament. This is due to the inherent inharmonicity of piano strings, which means that due to a malproportion between their 
width and length, piano strings naturally stretch out the overtone series. Also, I suspect that this is simply the way we have become 
accustomed to hearing. There is even a name for this deviation from the equally-tempered ideal, the Railsback Curve 5, as shown here:                                                           

“Railsback2” by Brian Tung - own work, from data (and presentation inspired) by Railsback, Martin, and Ward. Licensed under CC BY 2.5 
via Wikimedia Commons - https://commons.wikimedia.org/wiki/File:Railsback2.png#/media/File:Railsback2.png.

 All these former systems still pack powerful influences. Some string players ostensibly tune their instruments in perfect fifths, 
putting them in the Pythagorean camp. I must say that I don’t remember any decent string player actually tuning downward with 
anything but tempered fifths. The bottom strings of violas and cellos would otherwise wind up about six cents flat to a piano, and a 
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violinist’s G string about four cents flat. Violinists likely use an actual perfect fifth, or even larger, tuning their E from their A string. 
The notion of expressive intonation clearly has its roots in just intonation, and some string players dubiously claim to use Pythagorean 
Pitch or just intonation as the entire basis of their playing (see www.youtube.com/watch?v=QaYOwIIvgHg). Certainly, conventional 
wisdom among string players says to play the third of major chords high and the third of the minor chord low, a tendency clearly 
related to Pythagorean pitch, and opposed to the natural overtone series and to just intonation. Also, many string players favor playing 
leading tones high, and the minor sevenths of dominant seventh chords low, which could be seen as being a Pythagorean practice.  
Some string quartets claim that they use just intonation as the basis of their playing, but if they really did so, their pitch would sound 
remarkably strange. I suspect that what they really intend is to incorporate the lowered “just” thirds and true perfect fifths into chordal 
passages. That violinists undeniably play sharp could be interpreted as a Pythagorean legacy.
 What is the point of knowing all this? Well, as hinted at in the beginning of this article, I believe that the most important reason is 
pedagogical. My recollection is that my history courses at Eastman contained only the briefest of mentions that earlier systems of pitch 
had even existed. I am now convinced that, had I been exposed to these pitch systems in some detail as an undergraduate, I would have 
developed idiomatic ideas and systems for shading pitches earlier in my career. Students need to be taught that being in tune in one 
context does not necessarily mean being in tune in another, and they also need to know that if one examines even the finest musician’s 
playing or singing closely enough, it will frequently be out of tune by some minute amount, according to at least one system of pitch 
or another, or in someone’s opinion. Students also need to know early on that fine musicians, either consciously or unconsciously, learn 
the extraordinarily helpful tactic of inflecting their pitch in the “right” or safe direction, that is, in that direction where no one will 
notice that it might not be perfectly in tune. The prerequisites to developing this skill are to be able to recognize both the harmonic/
melodic environment and the pitch environment of the note or group of notes. In short, I think that students need first to know how 
complex a question being in tune can be and, secondly, should know that they must develop their own, individual strategies for coping. 
The more they examine and develop their own pitch values and coping methods, the better off they will be as musicians.  

Footnotes
1 commons.wikimedia.org/wiki/File:Quinte_du_loup_et_comma_pythagoriciens.svg
2 Frazer, Peter A.  “The Development of Musical Tuning Systems.”  Web.archive.org. April 2001: https://web.archive.org/web/20060506221411/http://www.midicode.com/tunings/

Tuning10102004.pdf
3 Murray Campbell, Clive Greated (1994). The Musician’s Guide Acoustics, p. 172-3. ISBN 978-0-19-816505-7
4 En.wikipedia.org/wiki/Well_temperament
5 En.wikipedia.org/wiki/Piano_acoustics#The_Railsback_curve
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Student bass players can suffer an odd predicament when 
they first pick up the instrument in the orchestra. Their 
orchestra teacher may be an excellent musician, but they’re 
surrounded by 10 to 70 other students, most of whom 
are not bass players. The attention, therefore, has to be 
where it really seems necessary, with the more intricate 
lines of the violin, viola, and cello sections. Possibly alone 
in their section, bass players may quietly deal with their 
parts, but also may quietly struggle with them. As bass 
parts are usually not exposed, it can be difficult to assess 
how much trouble young students may be having. On top 
of this, bassists have set-ups that are just similar enough, 
and unfortunately different enough from other string 
instruments, to cause a whole host of problems. While bass 
has been proven by Scientific Studies of Science* to be the 
best instrument in the orchestra**, orchestral repertoire 
only becomes more difficult as students progress through 
school. Without a proper foundation the student will only 
find the playing experience more frustrating. I’m going to 
discuss some very basic (no pun intended) set-up, posture 
and technique items that should 1) be evident even from 
the conductor’s podium, and 2) hopefully make your bass 
players more comfortable and confident on the massive 
piece of wood that they’re playing. 
 First things first: Size matters! There are four main sizes 
of basses, with a few variations in-between. In general:

•	 Elementary school through early middle school (sixth 
grade or so): Quarter-sized bass;

•	 Sixth or seventh grade through early high school 
(10th grade or so): Half-sized bass;

•	 Tenth grade through college: Three-quarter-sized bass; 
and

•	 Full-sized instruments are reserved for those with 
the massive wingspans—and willpowers—to deal 
with them. You should not need one at any point 
for your students; they will make that judgment call 
themselves if necessary.

 From the podium, a few things will stand out to you 
regarding the size of the student’s bass: hand size, height, 
and bow placement. Hand size is usually what dictates 
whether an instrument is the right size, because while the 
span between first and fourth fingers should be a stretch, 
it shouldn’t be an impossible one. As most beginner string 
players use tape on their fingerboards, it will be easy to test 
this, as well as spot potential problems from the front of the 

orchestra. First position and half position are the best litmus 
tests for this: 
 Try this on the D-string with first finger planted on 
E and fourth finger reaching towards F#. Can the student, 
with first finger placed firmly down on the E, reach the 
F# with his or her pinky (fourth finger), without straining 
painfully OR moving first finger to accommodate the space?
 If the student is straining to the point of pain, a smaller 
size is necessary. It’s one thing to decide not to keep a 
“strong hand” position, but fingers that are over-stretched 
can’t apply enough pressure to keep the strings down, and 
therefore play with good tone and intonation. However, if 
the student’s hand is large enough to spill over first position, 
scrunching his or her fingers will be just as detrimental. If 
this is the case, time to upgrade! 
 The height of the instrument is easy to spot and 
correct. First position should line up squarely with the 
students’ eyebrows. This accomplishes two goals: The height 
of the bass keeps the student’s left arm off of the bass—
shoulder relaxed and elbow up. When the proper height is 
achieved, the hand has a better chance of approaching the 
fingerboard perpendicularly, with curved fingers. 
 Our third basis for a proper-sized instrument: bow 
placement. The bow should land, naturally, an inch or two 
from the end of the fingerboard, which is a prime spot for 
good tone. Students who have no problem filling out first 
position with their left hand, and find the instrument to be 
“too short,” will constantly find their bow too close to the 
bridge when they straighten their right arm, and will produce 

You Have Bass Players! Now, What?
A Guide to Working with Beginner Bass Players from the Podium

by Danielle Meier

*Study done by the Imaginary Scientists of Science in America.
**Completely unbiased opinion of the author. Remember, it’s science!

I'm king of the world!
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Bass Forum
a harsh tone. If this occurs, 
it’s time for a bigger bass.
 Ultimately, playing the 
bass does not have to feel like 
a behemoth for the student. 
When the student has a 
proper-sized instrument, 
it should, and will, feel as 
natural to play as any violin, 
viola, or cello. I’m sure any of 
those instrumentalists will tell 
you that “natural” is exactly 
the word they would use, 
also.***
 Stance should be the 
next concern, after size is 
determined. The majority 
of school bass players start 
learning the instrument 
standing, which is what we’ll 
focus on here. There is a 
natural crook between the 
left leg and left hip that the 

back right side of the bass is able to “tuck” into, helping it to stay 
secure. If the student leans forward, the neck should rest on his 
or her left shoulder, allowing him or her to throw his or her arms 
out to the side and proclaim, “I’m King of the World!”**** Easy 
indicators of basses that are not tucked in properly are either 1) 
students who are standing entirely behind the instrument or 2) 
students who have the whole side of the instrument against their 
torso. Neither of these techniques allows the student to access 
the entire range of instrument, let alone play comfortably. The 
instrument should also be mostly upright—the student and bass 
should lean “into” one another, as opposed to one party being 
entirely vertical.    
 After the bass is tucked-in, the student’s legs should be 
mostly straight, but not locked and feet planted in a strong, 
natural pose. Most importantly, the back should stay “ballerina-
straight” when they lean forward, the back itself should keep flat, 
preventing slouching. Slouching leads to poor intonation, bad 
tone and back pain, none of which belong in orchestra. Stance, 
posture and tension go hand-in-hand here—from the podium, 
you want the impression that the student is relaxed, but ready:
Shoulders down, but left elbow up;

•	 Left hand approaching the fingerboard perpendicularly; and
•	 Left hand exhibiting a “Coke-Can Grip”—curved fingers, 

palm allowing some air and not squished against the neck.
   Now that the student is standing comfortably with a proper-
sized instrument, we’ll look at the left hand. Fingerings are very 
straightforward, and similar to other string instruments, except 
for one particular detail: bass players do not use third finger in 
the lower register. In most of the lowest positions, first to second 
finger is the perfect size for a half step, as is second to fourth. 
Unfortunately, first to fourth is too wide for half-steps and too 
small for whole steps, and third to fourth too small for either, 

which leads to poor intonation. Interestingly enough, once the 
student reaches thumb position, his or her pinky will be too small 
to reach the fingerboard properly, and third finger will substitute 
in to replace it. At that point on the fingerboard, the positions 
will also have shrunk enough to allow first to third finger play 
a full whole step, taking away the need for fourth finger in the 
higher register. Ultimately, from the podium, you’re looking for 
strong, curved fingers and no “scrunch.”
 When it comes to the right side of the instrument – bow 
and bow-arm – you and the student are aiming for a relaxed, 
straightened arm and a relaxed grip, regardless of which bow style 
the student uses. There are two bow styles for bass players – French 
and German. The French bow is almost identical to the bows used 
by violinists, violists and cellists, with slight adjustments to the 
right hand. The German bow, on the other hand, has a very wide 
frog and therefore will be approached differently. Here’s what you 
can do to set your students’ foundation on their bow, and then 
what you can look out for after:
 French bow grip, again, is very similar to your upper string 
players. First finger will rest on the rubber grip, straight but 
relaxed. Second and third finger rest on the outer side of the 
frog, pointing towards the floor. Fourth finger, however, is the 
main culprit in bow issues: with bass, it should rest next to the 
third finger on the outside of the frog, not on top of the bow, as 
upper string players are taught. Consider the weight of the bow 
in comparison to the other instruments—having the pinky next 
to its compatriots balances the hand and keeps the fourth finger 
from straining. The thumb, however, is back to routine—in a 
relaxed curve, resting on the outer edge of the frog’s “U.”
 German bow grip should be approached like a handshake, 
with the end of the frog fitting neatly into the student’s palm. From 
there, the thumb will go naturally over the top and join, loosely, 
with the first finger from the other side. Second and third fingers 
will float in the “U,” slightly curved to stay relaxed, and fourth 
finger rounds it out by resting against the underside of the frog. 
 The beautiful thing about both bow grips is that the arm 
essentially functions the same way. Staying mostly straight, but 
with a relaxed elbow, the student should be able to push and 
pull the bow across the string, drawing the bow down by pulling 
primarily with their elbow and pushing the bow up by pushing 
the elbow in turn. If the student keeps the elbow close to their 
body as they do so—no chicken wings!—and maintains good arm 
weight, they can get the strings vibrating without feeling the need 
to form “the claw”—a tense, inflexible, pain-inducing grip that 
allows little to no movement. To demonstrate just how much arm 
weight the student has naturally, try out this exercise:
 Have the students hold their bow arms out in front of them, 
mummy-style. At the end of a three-count, have them drop it—
not lower it, but really drop it—so that it smacks into their leg. It’s 
a great demonstration of how much weight already is holding their 
bows onto their strings.
 The ultimate goal for bow grips and bow arms is to relax. 
The student needs to trust that the grip is just to keep the bow 
in hand, but that the bow, once against the string, won’t fall to 
the floor even though their fingers aren’t superglued to the wood. 

***After years and years and years and years.
****An exercise I highly recommend for everyone. 

This is the left hand that you're 
looking for.
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It takes some time to make these things feel comfortable, 
as any musician knows, but keep checking. Have them 
practice their grips by holding the bow straight up and 
down—much easier on the arm—and ask them to be aware 
of how tense their hands feel. Eventually, it’ll be second 
nature to hold the bow correctly.
 Once the student feels comfortable reading music with 
the rest of the orchestra, it will benefit them to practice 
reading outside exercises. There are a number of different 
etude and method books available for bass, and they all 
admirably perform different functions. Here are some that I 
am familiar with, and may be useful for your students:
•	 The	Simandl	Method: While it looks intimidating—

English and Japanese instructions—Simandl made 
a point of organizing exercises around the different 
positions. He starts in half position and moves very 
deliberately forward. While most are not melodic, the 
method drills hand position and gives the student the 
chance to become familiar with different note locations 
and fingering possibilities. If the teacher carefully 
selects and explains the process, they would make for 
a great warm-up or position test. The bonus to the 
Simandl Method is that the author uses all four strings 
from the very beginning, unlike some method books 
that stay primarily on the D and G strings. Orchestral 
bass players will need to know how to function in the 
lowest part of their instrument! 

•	 Sturm:	101	Studies:	Don’t worry, there are multiple 
volumes. Volume One is a great collection of shorter 
exercises in melodic form. Sturm generally wrote the 
exercises around particular key signatures, rhythmic 
difficulties or standard bow technique. The beauty of 
these studies is that the student may not realize how 
difficult they are actually becoming until he or she has 
progressed quite a bit. 

•	 Simandl:	30	Etudes: Simandl also wrote various etude 
books. This book is similar to the Sturm Studies, as 
it progresses in order of difficulty. Each etude has a 
particular purpose, whether it is rhythmic, bow-control 
oriented or becoming more comfortable with a key 
signature. The book does require that the student start 
off with a comfortable range level—about the same 
as Sturm, but range expansion can be pushed just 
by working through this book. These etudes are also 
melodic, and sometimes even fun. 

•	 Hrabe:	Eighty-Six	Etudes: Hrabe’s studies are key 
signature oriented and in some ways, they’re more basic 
than Sturm or Simandl because the initial patterns are 
evident and are maintained throughout. However, the 
student has to be able to play a B-flat in thumb position 
to play even the first exercise, so I consider these a higher 
difficulty level. That said, a student could pick up a 
larger range very quickly by trying these out slowly at 
first. There are also bowing variations for certain etudes, 
to practice technique, and the etudes quietly become 
more complicated as the student progresses.

•	 Kreutzer:	18	Studies	(for	String	Bass):	These have 
been transcribed and edited for bass players, from 

Kreutzer’s Studies for Violin. That sums up the battle 
entirely. If your student is comfortable into thumb 
position and working across the strings in different 
positions, this would be an excellent challenge. Some of 
these are fun, some are more difficult than one might 
believe necessary, and others are entirely composed of 
octaves. What great practice for intonation! 

•	 Vance:	Progressive	Repertoire	Books:	A three-
volume methodology, Vance uses small solos, at first, 
to increase the student’s confidence in solo playing 
and knowledge of the fingerboard. Thumb position 
is approached very early on, but the teacher can flip 
through and find pieces that use orchestra range if they 
need short solos for school. Ordinarily, the teacher 
would want to go in order, but most students need a 
familiarity in the lower register to play comfortably 
in orchestra, and won’t use thumb position unless 
studying with a private teacher. 

•	 Vance:	Vade	Mecum: Designed as a precursor 
to Francois Rabbath’s Nouvelle Technique de la 
Contrebasse, Vade Mecum revolves around scales, 
arpeggios and intervals. The exercises serve to help the 
student become familiar and comfortable with the 
entirety of the fingerboard, as well as expanding bow 
technique. Ultimately, Vade Mecum explores different 
fingering patterns and approaches to shifts. It is very 
comprehensive, but may require some explanation 
from a teacher at first, as beginning students may be 
confused by the different position names as well as 
reading the music to begin with. 

 When students first choose an instrument, picking bass 
doesn’t have to be a source of stress—it should be as natural 
as wanting to play any other string instrument. If the teacher 
feels confident in giving the student a good foundation, 
the student will feel confident about progressing on, and 
the process only will improve with time. Through a greater 
understanding and awareness of the posture, technique and 
body language described above, a maximum amount of 
attention can be paid to keeping that foundation solid, even 
in the middle of an orchestra rehearsal. 

Reprinted with permission from Stringing Along (Nebraska 
Newsletter), Spring 2015.

Danielle Meier is currently a member of the 
Omaha and Lincoln Symphonies in Nebraska, as 
well as professor of double bass at the 
University of Nebraska, Omaha. A graduate of 
the Indiana University Jacobs School of Music 
(IU), she earned her bachelor and master 
degrees in music performance studying with 
Lawrence Hurst and also was fortunate to take 
lessons with Jeffrey Turner, Owen Lee, and Craig 

Brown during that time. Originally from Delaware, she began 
studying bass at age nine and refuses to tell you how old she is 
now. She grew up playing in the Wilmington Community Orches-
tra, moved on to the Philadelphia Youth Orchestra, played as 
principal and section in multiple orchestras at IU, and was able to 
attend the Brevard Music Festival and join the National Repertory 
Orchestra during the summer. She is also a substitute for the 
Cincinnati Symphony Orchestra, and will be hard-pressed to find 
a better Mahler 8 experience.
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If you had highly effective materials with which 
to recruit, do you think you could recruit five 
more students to orchestra each year? This is the 
question Scott Lang and his team asked two years 
ago, and the answer could mean more than a 
million additional students in music, nationwide, 
every year.
 Lang was a music educator for 16 years 
before starting his career as a student leadership 
trainer and music education advocate. He now 
crisscrosses the country working with young 
musicians in leadership development. His team 
consists of media and technology professionals 
who are not only experts in their fields, but also 
were either involved in music education or have 
music education degrees. While music education 
may not be their current profession, they all credit 
it as the source of their success.
 As soon as they heard about Lang’s project 
they couldn’t wait to get started. They know the 
power that music has on a young person’s life and 
want to spread the message to as many people as 
possible. The Be Part of the Music (BPOTM) team 
believes that given the right materials, teachers can 
grow their way out of the problem of having their 
programs threatened by lack of participation.
 “Students are the currency of the music 
education process, both musically and fiscally,” 
Lang says. “If you want a bigger budget, or better 
staffing, you have to enroll more kids. If you want 
better depth and more competition among your 
musicians, enroll more kids. Want better facilities 
or equipment? Enroll more kids! It is the silver 
bullet that solves virtually all problems.”
 But can a million students really be added to 
our nation’s school programs?

 “Absolutely,” Lang says, “and we have data to 
prove it. But we need your help!” 
 Schools using Lang’s original program, Be 
Part of the Band, averaged 11 additional students 
from the year prior and showed a 19 percent 
increase in enrollment from the prior year.
 “With over 100,000 elementary schools in 
the United States, you can see where the numbers 
become very exciting and now we want to add 
orchestra,” Lang says.
 The concept is pretty straightforward 
according to Lang. “Give teachers high quality 
videos, customizable written documents and 
strong promotional materials to assist them in 
showing parents and students the incredible 
activity that is orchestra.
 “My team wants to do what we do best, 
which is to advocate, so teachers can do what they 
do best, which is teach!”
 But Be Part of the Orchestra would not be 
in existence if not for the financial backing of 
ASTA. Thanks to ASTA’s support, the materials 
were filmed in June and will soon be available for 
FREE at bepartofthemusic.org.
 Steve Benham, president of ASTA says, 
“When Scott approached us, we immediately 
recognized this as something that would fill a 
void and provide some much needed support 
to our membership. It didn’t take long for us 
to join this impressive consortium of industry 
leaders and music advocacy organizations. Our 
goal in doing this is simple: provide individual 
teachers the resources they need to help their 
programs grow, which will increase both the size 
and the number of orchestra programs across 
this country.”
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by Scott Lang

The gang’s all here!  Cast member pose just after wrapping the shoot
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 Lang says, “ASTA was a strategic 
partner that we targeted from the 
beginning. They have the knowledge, 
connections and relationships to produce 
a high quality product and distribute it to 
the people who will most benefit from it.”
 The resources and curriculum are fully 
customizable and aimed to recruit not just 
students but also parents.
 The website has presentation outlines, 
communication documents, sign up 
sheets, selection certificates, and they are 
all delivered in Microsoft Word format 
that can be altered by the end user. By 
putting the information in Word, it makes 
the information easy to disseminate via 
email, flyers, handouts, social media, etc. 
It also means that the teacher can use it 
as is or alter it to meet his or her specific 
needs and demographics. The videos Be 
Part of the Orchestra put together are in 
high-definition and feature young students 
as performers and recruiters.
 “No one knows how to better serve 
their community than the teachers who live 
and work there every day,” Lang says. “We’re 
not trying to tell teachers how to recruit, 
we are just trying to make it easier for them 
to recruit. They can use one sentence from 
a document or every part of the entire 
program. We wanted to give them a menu 
of materials from which to choose, not a 
pre-scripted and rigid program.”
 Be Part of the Orchestra hopes to 

help solve the problem of explaining 
what orchestra is about and the options a 
student has by presenting the instruments 
and the genre in a way that is engaging 
and educational. The online videos show 
each instrument in an ensemble and 
individual setting, and highlight the 
basic elements of each. Also included are 
student and parent interviews that dispel 
myths and break down perceived barriers 
commonly associated with being a part 
of the orchestra. These materials can be 
viewed by students and parents online 
whether they know anything about music 
or whether they are able to attend the 
recruitment event.  
 We all know that orchestra is 
important. We all know the difference 
orchestra can make in a young person’s 
life. We all know that orchestra helps 
students grow not just musically, but also 
cognitively, emotionally, and physically; 
however, that concept is difficult to 
quickly communicate to a room full of 
elementary school students, much less to 
their parents, who are sitting at home. 
By putting the Be Part of the Orchestra 
resources on the web, students and parents 
will be able to access the information 
in the comfort of their own home, on 
their own time. Beyond the students, the 
program makes an attempt to recruit the 
parents, the true decision makers. There 
are videos and documents that speak 

directly to the caretakers of the household, 
and share with them the impact of the 
activity and why orchestra is important.
 “We are hoping that it does more 
than just inform parents and students 
about orchestra; we hope that these 
materials also spawn a conversation at the 
dinner table. The kids may decide they 
want to play an instrument, but the parent 
chooses whether the child actually gets 
to be in this activity. Modern kids and 
parents need to be recruited in a modern 
way and that’s what we are trying to do.”
 Benham notes, “There are over 100,000 
schools in America with close to 30,000 
string programs. If we can show the same 
gains that Scott’s earlier projects have 
achieved, we can make an immediate and 
lasting impact not just on orchestra programs 
nationwide, but on the children they serve.”
 Another goal for ASTA and Be Part of 
the Orchestra is to bring music education 
to underserved communities. In such 
communities, interest in music could 
literally be the difference between life 
and death, or staying in school or not. 
Music programs can be an important 
intervention tool for those students who 
might be headed down the wrong path. 
Orchestra students have higher graduation 
rates, higher college acceptance rates, and 
higher college graduation rates than their 
peers who do not participate in music. 
It also provides a safe haven from the 

It took 16 cast members, four cameramen, a sound engineer, producer and lots of lights to make this program come to life.
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struggles that students may face outside of the rehearsal space. Although 
the benefits are well known, dwindling resources and increased academic 
demands often make it more difficult. But by making them accessible via 
the Internet, parents can view them at their local library, on home computer, 
or mobile device. Lang and his team understand that not every parent and 
child will choose orchestra, but they want them to have all of the available 
information before making that choice. “Most young people have seen a 
band or a choir at some point in their lives, but many students have never 
been to a symphony concert or seen a string orchestra.”
 Further complicating this are the issues of youth who live in struggling 
communities. At-risk youth are far less likely to have listened to classical music 
or attended a concert where there are string players. They may not have had 
the formative experiences with instruments and have no real understanding 
of their role in an ensemble setting. Not to mention the social stigma often 
attached to classical music and orchestras in general. Be Part of the Orchestra 
provides information to educate and dispel these myths.
 Being in the orchestra goes beyond learning a musical skill, which is its own 
value. It creates self-esteem in children, which may be the most valuable asset at 
a young age. They are part of something, and it’s something that not only makes 
them feel good but also has the added benefit of being good for them. 
 “ASTA and the Be Part of the Orchestra team are working hand in hand 
to bring new students to every orchestra room across America,” Benham 
states. “We know these recruitment materials work and are excited to increase 
the visibility of orchestra with this kind of growth.”
 According to ASTA’s “green paper,” only one in four school systems 
offers curricular string instruction. Be Part of the Orchestra is about getting 
those numbers up. We all want to get instruments into children’s hands, and 
get them making music as quickly as possible. The results of Be Part of the 
Band have shown we are on the right track. With the help and partnership of 
ASTA, Be Part of the Orchestra seeks to make sure that strings and orchestra 
stay vital for the next generation, as it was for ours.
 ASTA is proud to have partnered with Music for All, NAfME, and other 
industry leaders to bring this product to you and your students free of charge. 
If you haven’t had the chance to review these materials, be sure to check out Be 
Part of the Orchestra by going to bepartofthemusic.org.

(Continued on next page, "25 Ideas for Recruiting" from bepartofthemusic.org.)

For more than a decade Scott Lang 
has been educating and entertaining 
audiences of all ages. As a nation-
ally known leadership trainer, Lang 
conducts more than 120 workshops 
annually and works with some of our 
countries best educational groups. He 
is a well known author with many 

publications to his credit including; Seriously?!, Leader 
of the Band, Leadership Success, Leadership Travel 
Guide, Leadership Survival Guide, and the highly 
successful Be Part of the Band series. Lang currently 
resides in Chandler, Arizona with his wife, Leah and 
their sons, Brayden and Evan. According to Lang, he 
has breathed in and out approximately 264 million 
times and plans to keep on doing so until he doubles 
that number.

Current Elizabeth A.H. Green award winner Bill Bitter from Highland High 
School (see article page 54) shows off one of his hidden talents.
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(Sample of material found at www.bepartofthemusic.org)

1. Use school announcements to promote instrument sign-up. Be sure to use background string 
music to make it stand out.

2. Create a “Be Part of the Orchestra” week, and do something special every day in class or on the 
announcements.

3. Play “cool” music with a different section each day over the PA during the week.
4. Place posters about sign-ups around campus.
5. Include the sign-up on the school website.
6. Include sign-up information in school emails. Ask your administrators to send out a special email 

announcement and/or flier.
7. Send a flier home with every student.
8. Host a lunch time or after-school instrument “petting-zoo” where kids can see, touch, feel, and 

try all the instruments.
9. Work the school lunchroom wearing a neon-colored shirt that says “Ask Me About Orchestra!”
10. Use current orchestra students to recruit new orchestra students.
11. Ask the high/middle school teachers if they can send an ensemble to play.
12. Create signs to put in the car pool/student drop-off and pick-up lanes.
13. Ask teachers if you can spend five minutes speaking to individual classes. Be sure to reward them 

with a $5 Starbucks gift card.
14. When students sign-up, ask them to “refer” their best friend.
15. Create a contest. Students who sign up are entered to win. Drawing held on the first day of class.
16. Do “early bird” sign-up in the spring.
17. Have parents call other parents (script is provided).
18. Have a school-wide assembly and invite a professional quartet/jazz combo/parent group to play.
19. Ask your principal to participate in recruiting (he/she playing an instrument at an assembly)… 

the worse they are, the better it is!
20. Challenge students/teachers: If a certain number of students sign up, you will let them throw a 

pie in your face at a future event.
21. Visit parent-teacher groups. Mention that you are recruiting and ask for their help in getting the 

word out or in financially supporting the effort.
22. Ask your music stores for freebies that you can give away.
23. Play for each class for five minutes and then hand out fliers.
24. Give every student a flier for their parents. If they return it signed the next day (even if they don’t 

sign up for orchestra), they get a prize or candy.
25. Be the smiliest, happiest, friendliest, most outgoing person you can be during this process. Kids 

are attracted to both the instrument and the teacher.

Ideas for Recruiting Students25
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I.		 As	a	Musician
A. Performs at proficient technical level on at least one 

string instrument;
B. Performs at a high level of musicianship in terms of 

musical and stylistic interpretation;
C. Performs fundamental concepts on all other string 

instruments;
D. Demonstrates the ability to play by ear and improvise;
E. Demonstrates an advanced level of aural discrimination 

and sight reading skills;
F. Demonstrates competent orchestral conducting skills;
G. Demonstrates a basic knowledge of performing and 

teaching brass, woodwind and percussion instruments 
with an understanding of intermediate to advanced 
ensemble concepts;

H. Demonstrates proficient keyboard skills with a 
minimum ability to accompany simple melodies using 
primary triads; and

I. Demonstrates an understanding of performance injury 
prevention.

II.		 As	an	Educator
A. Demonstrates a thorough knowledge of pedagogy 

for teaching all string instruments including both 
homogenous and heterogeneous approaches;

B. Demonstrates a thorough knowledge of string teaching 
materials and orchestral repertoire at all levels, including 
a diverse range of repertoire of eclectic genres, cultures 
and historical periods;

C. Demonstrates knowledge of solo and chamber music 
repertoire for string instruments;

D. Demonstrates the ability to arrange music for school 
orchestra;

E. Demonstrates effective rehearsal techniques in string and 
full orchestra settings;

F. Demonstrates effective classroom/rehearsal 
management;

G. Demonstrates knowledge and awareness of current 
trends in string playing and education including electric 
or amplified string instruments and repertoire;

H. Demonstrates effective methods of assessing and 
evaluating student achievement;

I. Demonstrates knowledge of technology and its 
application to instruction and research;

J. Demonstrates ability to gather, process and effectively 
apply student data;

K. Demonstrates knowledge, application and assessment of 
comprehensive, sequential K-12 curricula with focus on 
string and orchestral teaching, for example local, state 
and ASTA Curriculum: Standards, Goals, and Learning 
Sequences for Essential Skills and Knowledge in K–12 
String Programs;

L. Demonstrates understanding of the National Core 
Arts Standards: Dance, Media Arts, Music, Theatre and 
Visual Arts and other state and local standards for music 
including knowledge of current music and general 
education policies; 

M. Demonstrates comprehension and knowledge of 
differentiated learning styles, special needs and the 
ability to adapt the curriculum accordingly;

N. Demonstrates understanding of the possible impact 
on learning and development of socio-economic, 
ethnic and geographic backgrounds and diverse ages of 
students;

O. Demonstrates practical knowledge of string teaching 
including advocacy, recruiting, scheduling, budgets, 

The	ASTA	National	Standards	for	Successful	School	
String	and	Orchestra	Teaching,	Updated

2015	and	Beyond:	Here	We	Come!
Background
In 1997, after two years of committee work, discussion, and input from its membership, ASTA created and officially adopted a 
document designed to establish National Standards for Successful School String and Orchestra Teaching. The purpose of the project 
was to summarize concisely, in writing, the knowledge, understanding, and skills necessary to successfully teach string/orchestra in 
schools. This document now has been updated.
 In 2014, ASTA national president Stephen Benham appointed a task force to revise and update the 1997 standards. The task force 
was comprised of school string/orchestra educators Winifred Crock (Parkway Schools, St. Louis), Sarah Black (Gwinnett County Schools, 
Atlanta) and string/orchestra teacher educator Bob Gillespie (Ohio State University, Columbus.) The purpose of the task force was to 
update the 1997 standards to reflect the trends and developments for today’s profession of string/orchestral teaching in schools.
 To begin, the task force critically examined the 1997 standards. Those standards served as the foundation for 2015 standards. 
Then the committee discussed the findings in educational research and those advances in the field of string/orchestra teaching since 
1997. A draft of updated standards was written. It was submitted to the ASTA National Board for review at its January 2015 board 
meeting. At the meeting, the board voted to adopt the draft and it now stands as the official ASTA National Standards for Successful 
School String and Orchestra Teachers.

ASTA	Standards	for	Successful	School	String/Orchestra	Teachers	(2015)
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purchasing, fund raising and instrument rental and 
purchase;

P. Demonstrates clear communication through writing 
and speaking with students, teachers, parents and 
administrators; and

Q. Demonstrates strategies for integrating music with other 
disciplines.

III.		As	a	Professional
A.	 Growth	and	Development

1. Continues to perform on a string instrument;
2. Demonstrates pursuit of disciplined growth and 

learning as a musician and an educator, including 
in-depth professional development such as 
attending conferences or taking lessons; and

3. Demonstrates effective, on-going professional self-
assessment.

B.	 Professional	Affiliations	and	Related	Activities
1. Maintains an active involvement in professional 

associations, such as NAfME, ASTA, SAA or CMA, 
and serves as an active volunteer or in leadership 
positions within these organizations; and

2. Develops and maintains relationships and 
communication with other music and art educators 
and performing musicians.

C.	 Advocacy,	School	and	Community	Relations
1. Articulates the positive aspects of string education 

to members of the school and community;
2. Develops a healthy rapport with school 

administrators for nurturing a successful string 
program;

3. Establishes and maintains positive relations with 
administrators, teachers and parents through 
communication and dialogue;

4. Communicates effectively with administrators, 
teachers and parents through clear and effective 
written and oral communication; and

5. Provides opportunities for outreach and community 
service for string students.

D.	 Personal	Attributes
1. Maintains professional ethics, behavior, appearance 

and relationships within the school and community. 

So	What	Is	New?
The 2015 document is once again divided into the same three 
large sections, like the 1997 document: standards for teachers 
as a 1) musician, 2) educator and 3) professional.  However, 
changes within each section were made that are both slight and 
substantive. They include:
 
As	a	Musician

1. Musical and stylistic interpretation at a high level is 
specified;

2. An advanced level of sight reading skills is added; and
3. Demonstrating an understanding of intermediate to 

advanced ensemble performance is new. 

As	an	Educator
1. Adds an understanding of string pedagogy for 

homogeneous (same instrument) teaching, along with 
heterogeneous teaching; 

2.  Cites specifically under “understanding of current 
trends” the need to demonstrate knowledge of electric or 
amplified string instruments and related repertoire;

3. Includes the knowledge and skills to apply technology in 
string/orchestra teaching;

4. Replaces string curricular understanding with the 
knowledge, application and assessment of local and state 
required curricula, and the ASTA Curriculum: Standards, 
Goals, and Learning Sequences for Essential Skills and 
Knowledge in K 12 String Programs; and

5. Adds an understanding of the National Core Arts 
Standards: Dance, Media Arts, Music, Theatre and 
Visual Arts as developed by the National Association for 
Music Education (NAfME).

As	a	Professional
1. Reorganizes this section into four subcategories: 

Musician; Professional Affiliations and Related 
Activities; Advocacy, School and Community Relations; 
and Personal Attributes;

2. Describes ongoing professional development as planned 
goals specifically for growth as musician and as an 
educator, including in-depth continuing education, 
attending conferences and taking private lessons;

3. Features advocacy for the values of the school/
orchestra program more prominently since advocacy is 
increasingly important as a part of the responsibilities of 
a string/orchestra teacher;

4. Adds providing opportunities for outreach and 
community service for string students under Advocacy, 
School and Community Relations; and

5. Encourages actively maintaining balance between 
personal and professional interests, rather than just 
understanding the importance of doing so as stated in 
the 1997 standards document.  

So	Remind	Me,	Why	Are	the	National	Standards	for	Successful	
School	String	and	Orchestra	Teachers	Important?
The ASTA national standards clearly define the knowledge 
and skills necessary for successfully teaching strings/orchestra 
in schools. This clarity helps show those in power over our 
programs—school boards, parents, administrators and voters—
the professional content of our field. At times, those who do 
not understand what we do believe that the primary purpose of 
strings/orchestra in schools is to provide merely a fun activity for 
students. We do hope children enjoy playing their instruments; 
however, we also give students the opportunity to develop their 
own creativity, intellect, sense of identity, expressiveness, and 
knowledge and personal understanding of an art form that will 
enrich them for the rest of their lives. 
 Standards provide meaningful benchmarks for those 
assessing the quality of our teaching—criteria that our profession 
determines, not those created by people outside of our profession 
who may not understand completely all that we do for children. 
Coupled with the ASTA Curriculum: Standards, Goals, and 
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Learning Sequences for Essential Skills and Knowledge in K 12 String 
Programs, the standards help those responsible for assessing our 
teaching, and our programs.
 National standards give university music education programs 
a framework for determining the content and experiences 
necessary for preparing students to successfully teach strings/
orchestra classes in schools. Students graduating with standards-
based training will impact schools and their students upon hire, 
not after being forced to use the discovery method to learn how to 
teach string/orchestra students. This type of teacher training has 
been the plight of many string/orchestra teachers in the past. This 
should no longer be the case thanks to the creation of the ASTA 
national standards and curriculum. 

What	Can	I	Do	with	the	Standards	Right	Away?
1. Study the standards. Choose one or two that you want 

to focus on to improve your teaching. Determine 
strategies for improvement. Use the standards regularly 
to assess your progress;

2.  Use the standards to determine the topics of sessions at 
your local and state teacher education conferences;

3. Create local or statewide ASTA chapter workshops with 
sessions designed around the standards;

4. Make a formal presentation of the standards document 
to your school administrators. Ask them to use the 
standards as one way to evaluate your teaching;

5. Use the standards, in conjunction with the ASTA 
Curriculum: Standards, Goals, and Learning Sequences for 
Essential Skills and Knowledge in K 12 String Program, to 
serve as a blueprint for upgrading your string/orchestra 
program. Invite local parents, administrators, businesses, 
students—all of the stakeholders in the program—to plan 
together with you as a team to advance the program with 
the ASTA standards and curriculum as the basis; and

6. Encourage the music education departments in the 
universities in your state to use the standards to 
determine the string/orchestra teacher education 
curricula. Offer to help them. Form a coalition of ASTA 
members and university music education and string 
faculty to partner in training both current and future 
generations of string/orchestra teachers in your state. 
Universities sometimes do not have all of the faculty and 
resources needed to train a standard-based future string/
orchestra educator. However, partnering with ASTA, its 
resources and its members can help make this possible.

The	Call	
Teachers have the power to impact the lives of those in our 
country for present and future generations. The influence you 
have as a teacher is unmatched. What other profession spends 
hours upon hours every day over a period of many, many years 
shaping the future members and leaders of America? The National 
Standards for Successful School String and Orchestra Teachers 
specifically outlines the knowledge, understanding, and skills 
necessary for us to do our best teaching, not only for our students, 
but also on behalf of our colleagues, parents, communities and art 
form. Use the standards to be the best you can be. Our students 
and country deserve it. 

Robert Gillespie, violinist and professor of music, is 
responsible for string teacher training at Ohio 
State University, which has one of the largest and 
most extensive string pedagogy degree programs 
in the nation. Gillespie is a past national president 
of ASTA. In summers, Gillespie directs the OSU 
String Teacher Workshop and the Off-Campus 
String Teacher Workshop, the largest string/
orchestra teacher training workshops in the country.

Congratulations to The Ohio State University
on winning ASTA’s inaugural String Leadership Award! 

Apply now for the next ASTA Institutional String Leadership Award!

Is your school preparing string players to teach at the K-12 and collegiate level? Does it meet at least five of the following criteria?

•	 Must	be	a	current	Institutional	member	of	ASTA
•	 Presence	of	an	active	ASTA	student	chapter	on	campus
•	 Presence	of	K–12	teacher	education	and	studio	pedagogy	classes	in	the	curriculum	taught	by	string	specialists
•	 Demonstrated	outreach	from	department	into	the	community
•	 Proportion	of	string	faculty	that	are	ASTA	members
•	 Impact	in	education,	on	community,	and	through	performances	of	recent	graduates	from	School	of	Music
•	 String-related	research	published	by	faculty	in	the	department,	and
•	 Alignment	of	school	priorities	with	the	ASTA	strategic	plan	(go	to	the	ASTA	homepage	for	link	to	strategic	plan)

 If your answer is “yes,” then here is an opportunity to apply for the ASTA Institutional String Leadership Award that will be 
presented annually at the national conference. This award brings attention to the excellent and valuable consequential work on 
performance, education, and outreach demonstrated by “schools of music” around the nation. It also strengthens and supports 
the five goals of the ASTA strategic plan: professional development and resources, our future and the next generation, building 
community, advocacy and outreach, and sustainability. 
 The inaugural award went to Ohio State University. To apply and read more about this award, please go to the ASTA homepage. 
The	deadline	is	January	5,	2016.

DueJanuary	5!
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Books
Lucien Capet and Superior Bowing Technique, History & 
Comparison
by Kelley M. Johnson $24.99

Pedagogy
Violin

Basic Principles of Violin Playing 
by Paul Rolland $14.99

A Violinist’s Guide for Exquisite Intonation 
by Barry Ross, second ed. $24.99

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

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

String Syllabus Volume One, 2009 Edition for 
Violin, Viola, Cello, Bass, & Ensembles; 
Alt. Styles now included! 
ed. David Littrell $39.99

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

Teaching Stringed Instruments in Classes 
by Elizabeth A.H. Green $29.99

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

Miscellaneous
Alternative Styles In the Classroom DVD $19.99

Research
String Research Journal, 
Volume I, 2010 $24.95

String Research Journal, 
Volume II, 2011 $24.95

String Research Journal, 
Volume III, 2012 $24.95

String Research Journal, 
Volume IV, 2014 $24.95

String Research Journal, 
Volume V, 2015 $24.95

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

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

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

Author: Elizabeth A.H. Green

ASTA Publications
Distributed Exclusively by Alfred Music Publishing

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

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

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

Author: Paul Rolland

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

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

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

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

ASTA	members	can	order	at	
alfred.com/ASTA.	

Ready	to	buy?	
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Meet

What differentiates the best from the 
rest? Well, in the case of William “Bill” Bitter, 

the current Elizabeth A.H. Green Award winner, it’s a 
multitude of things. Every day, he strives to show his 
students that he believes in them and their potential 
for excellence. According to Amy Bennett, orchestra 
director for Highland Junior High and assistant orchestra 
director, Highland High School, “The quality of the 
musical experience and the sense of importance given 
to every student is the reason why his program has a 
high retention rate.”
 Additionally, Bitter understands the importance 
of developing life skills for those who may not be 
getting that at home. For all his hard work and daily 
commitment to excellence, ASTA congratulates him. 

The 2015
Elizabeth A.H. Green 

Award Winner

Bill Bitter

Highland Symphonic Strings at the 2013 Midwest Clinic

by Mary Jane Dye
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Tell	us	a	little	about	yourself	and	how	you	became	interested	
in	becoming	a	music	teacher.
I grew up and attended public school in Scottsdale, Arizona. I 
started Suzuki violin with Rod Gehre at the age of six. When I 
entered fifth grade, there was no string program in my school so 
I joined band. My mom said I had to choose an instrument the 
school could provide, as she couldn’t afford to rent me 
two instruments, so I learned French horn—playing in 
the band all through high school.  
 I played my violin in the Phoenix Symphony 
Guild’s youth orchestra program from fifth through 
12th grade, and that was my orchestral training 
experience. We also had a very active theater 
department at Scottsdale High School and I ended 
up playing in the high school musicals for seven 
years, beginning in the sixth grade. My (future) high 
school teacher, Norm Stanley, even picked me up 
from elementary school so I could go to rehearsals 
during the school day. Those early, amazing musical 
experiences certainly pushed me toward a career 
in music. I had the opportunity to be a part of a 
fabulous youth orchestra, concert band, marching 
band, summer music camps, and the high school pit 
orchestra for more than a dozen musicals.
 I entered college as a performance major. 
However, my private teacher, Eugene Lombardi, 
advised me to also consider music education, so I 
would have options when I graduated. It didn’t take 
long for me to become hooked on the education 
path. I realized I could still play and perform on my 
instrument, but also would have the opportunity 
to help students have the kind of experiences I had 
in public school music. I became intrigued by the 
possibilities, and began my career with the Gilbert 
Public Schools three months after graduation as one of 
three orchestra teachers for the entire district, which 
at the time consisted of six schools: four elementary, 
one junior high, and one high school. That first year, 
my high school orchestra had just five students! We 
now have 41 schools in the district, including five high 
schools with complete orchestra programs.  

Who	was	your	favorite	teacher?
It is almost impossible for me to narrow 
this down to one person. I have already 
mentioned three very influential people in 
my own music education, but I have had 
so many mentors over my past 34 years as 
an educator. I have been fortunate to learn 
from orchestra legends like Dan Long, Rich 
Christensen, and Clarence Shaw. I have been 
equally blessed to learn from band icons like 
Richard Strange and Robert Fleming.
 That being said, I would not be 
the teacher I am today if I had not had 
the opportunity to teach alongside Phil 
Hatler for my first 12 years. Phil was the 
band director at Gilbert High School 
when I began my career, and I worked as 
his assistant band director in addition to 
teaching the orchestra program. I learned so 

many lessons from watching Phil grow his bands into the largest 
and finest program in Arizona at that time. He is a master at 
musicianship, planning, time management, rehearsal technique, 
motivation, and especially dealing with people. As I worked 
to grow my orchestra program, I implemented so many of the 

An animated Bitter rehearsing with Highland United Sound students

Bitter and Nicole from United Sound, a music program for 
special needs students.
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things I learned in the band room and on the marching field (!) 
to develop my rehearsal style and my students’ approach to their 
music. I also learned that it was much easier to encourage wind 
players to come play in the symphony when I had been sweating 
out on the marching field with them! I left Gilbert High to open 
Highland (the district’s second high school) in 1993. Over the 
past 22 years, I have often thought, “What would Phil do?” 
when I’ve had to make big decisions about our students and their 
education.  

What	student	has	made	the	biggest	impact	on	your	life?	How?
Again, it is very difficult to single out one student. There have 
been many lessons learned over the years from a number of young 
people. I must say that I’ve certainly been blessed to have a former 
student, Amy Bennett, as a colleague for the past 17 years. She 
teaches orchestra at our main feeder, Highland Jr. High School, 
and co-teaches orchestra at Highland High. I have known Amy 
since she was in my junior high and high school orchestras. When 
she graduated college, I encouraged her to come help teach the 
Highland orchestras, and it turned out to be one of the best 
decisions I ever made. She got the job, and has been the greatest 
reason for the success of the orchestras in nearly two decades. Her 
students at the junior high are well prepared, and because she also 
teaches at the high school, our retention rate is usually about 98 
percent.  
 This past year we were asked to pilot a new program at 
Highland called United Sound, a music program for special needs 
students. While this was completely out of my comfort zone, I 
was compelled to say yes. Watching my orchestra students as they 
mentored our 10 special needs musicians over the past year has 
been a constant reminder of why music must be accessible to as 
many kids as possible. The growth of the student musicians, as 
well as the student mentors, has been phenomenal. All of these 
kids have made numerous new friends who they see around 

the school, in the lunchroom and every week in 
United Sound. They have become a part of a large 
community with a common goal, and isn’t that 
what we are all about? The look of joy and pride 
on the student musicians’ faces as they performed a 
world premiere with our symphony this past May 
was priceless. The Highland orchestras have been 
pretty successful over the years, but I have to say 
that the United Sound experience was truly life-
changing for me as a music educator.

How	do	you	motivate	students	to	perform	their	
best?
 I think we do a good job of setting the musical 
expectations very high at Highland. Beginning 
in junior high, the students learn that daily 
commitment to improving as an individual is 
critical to the success of the team. We spend a lot of 
time talking about the entire team, from the front 
row to the back row. We take a lot of pride in the 
depth of our sections, with all students contributing 
to our performance. Every day, we strive to show all 
of our students that we truly believe in them and 
their potential for excellence.  
 Now as I have aged, I have come to the 
conclusion that you must balance the intensity 

with some levity. I try to laugh with the students every day about 
something, and don’t mind if I’m the target of that laughter. Mark 
Bennett, the band director who opened Highland with me, used 
to say the kids need to see you fall off the podium from time to 
time. As a chronologically gifted person, it’s easy to poke fun 
at my eyesight, technological shortcomings, or forgetfulness. I 
truly believe allowing the kids to see me with some vulnerability 
encourages them to take a few more risks and commit more 
deeply to the group.

What	has	been	your	most	embarrassing	teaching	moment?
Well, at this stage of my life it’s a little more difficult to embarrass 
me, but a few years ago I was mortified to learn that I had 
ordered the incorrect judges’ scores for festival. Of course, I did 
not discover it until we were in the clinic room with Ruth Kurtis 
after our performance and measure numbers did not match! 
Fortunately, as I spoke with the house judges afterward, they all 
told me they had initially been confused, but just assumed they 
had lost their place in the music and focused on the stage during 
that piece. Whew!

When	and	why	did	you	join	ASTA?
I believe that membership in my professional organizations is very 
important as their leadership includes people much smarter than 
I, who are working on mine and my students’ behalf. I joined 
ASTA not long after I graduated college and started my career. I 
also am a member of NAfME and the NEA. 

What	is	your	favorite	thing	about	being	a	member	of	ASTA?
I think what I love most is the feeling of comradery I have 
with my fellow members as I see them at state and national 
conferences, read their articles in the ASTA journal, and 
communicate through social media, and the Internet. There really 

Bitter and Mikah, one of the United Sound violinists he teaches.
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has never been a better time for public 
school teachers to be members of ASTA, as 
our organization continues to increase their 
efforts to support the orchestra programs in 
the schools across the country. 

Most	recently,	you	participated	in	a	new	
recruiting	promotion	called	Be Part of the 
Orchestra	with	ASTA.	Tell	us	about	it	and	
why	you	wanted	to	help	with	this	project?
Scott Lang, the driving force behind this 
program, is a friend and colleague of mine. 
Prior to his career as a leadership trainer, 
Scott was a very successful band director 
in Tempe, Arizona, and we have known 
each other for more than 20 years. When 
he contacted me about being involved 
with the orchestra portion of Be Part of 
the Music, I agreed immediately. The first 
part of the project, Be Part of the Band, 
debuted 18 months ago, and more than 
90 percent of the schools that used the 
materials for their recruitment reported a 
positive effect on their enrollment, with an 
average growth of more than 20 percent 
per elementary school. Those are some 
very powerful numbers! Given the chance 
to help with the orchestra version of this 
project, I was all in to help any way I could. 
I had the opportunity to prepare several 
graduates of the Highland orchestras for 
their involvement with the video recordings 
recently and they turned out fantastic. I 
can’t wait to see the finished product at the 
end of the summer! 

As	teachers	head	back	to	school,	what	is	
your	best	advice?
You may be sorry you gave me this soapbox. 
As a matter of fact, I DO have a few 
thoughts . . . 

•	 Keep	your	standards	high—in both 
the musical and nonmusical aspects of 
what we do. Remember that we have 
the opportunity to develop a life-long love of our art in our 
students, as well as teach them some valuable life skills that 
they may not be getting anywhere else. 

•	 Don’t	take	yourself	too	seriously. Be more concerned with 
developing a “family” within your program than always being 
“the boss.”

•	 It’s	about	the	process,	not	the	product.	If we do the correct 
things in class every day, the end result will be positive for us, 
our students, and the audience. Allow the students to enjoy 
the process. They have to leave class wanting to come back 
tomorrow!

•	 As my friend and mentor Phil Hatler taught me, “We	
should	use	music	to	make	kids,	not	kids	to	make	music.”
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Prizes
•	 $5,000	Grand	Prize	award
•	 $1,000	Audience	Favorite	award
•	 Six	Laureate	Finalists	will	each	receive	a	$1,000	

prize	and	a	free	conference	registration
 � Your instrument must be Violin, Viola, Cello or Double Bass. 
 � There is one level for the entire competition, which is open to musicians age 16 

(born before November 12, 1999) through 23 (born on or after March 2, 1992).
 � You must be an ASTA member or sponsored by an active professional ASTA 

member.
 � The national preliminary round will be completed via video audition submission 

with the deadline for submissions on November 12, 2015.
 � In the live finals, up to six Laureate Finalists will play in three rounds on 

Thursday, March 3 at the national conference in Tampa Bay, Florida.

If you have looked at the announcement of the 2016 National Solo Competition on our website, 
you will have noted that changes are afoot! We are confident that these will meet with our members’ 
approval as they significantly improve the competition. Foremost among the upgrades is the creation 
of separate competitions for Bowed Strings, Harp, and Guitar. This will diminish the ‘apples to 
oranges’ nature of our past all-in-one competitions (and we trust that our guitar and harp members 
will understand the necessity of delaying their rollout until 2017). Building on a suggestion by Midori, 
past ASTA board member, we have eliminated the Junior and Senior levels and made a single-age 
competition that is slightly raised on the bottom end and lowered on the upper end. (We realize 
that this will affect some intended entrants who will now be ineligible; we are sorry about this but it 
could not be helped.) And finally among the major changes, the live finals at the national conference 
will have three rounds, all open to conference attendees, culminating in an exciting evening event 
on Thursday night. Read the official Guidelines for details of eligibility, repertoire, and all other 
procedures and recommendations. We are looking forward to our new and improved National Solo 
Competition attracting even more fabulous young artists than in the past!

Jeffrey Solow
Chair, National Solo Competition

Good	News	from	the	National	Solo	Competition	Chair

The application 
link will be 
available in the 
fall of 2015. Visit 
astaweb.com/
solo for more 
information.

2016	National	Solo	
Competition	Bowed	
Strings	Repertoire

All of the required repertoire 
must be memorized and 
performed in every round of the 
competition.

VIOLA
•	 J.S.	Bach: two contrasting 

movements from one of the 
cello Suites (or the violin 
Sonatas & Partitas, or the 
Chaconne)

•	 C.	M.	v.	Weber: Andante 
and Hungarian Rondo, 
op. 35 edited by William 
Primrose (IMC)

•	 Any	piece	of	the	
contestant’s	choice

CELLO 
•	 J.S.	Bach: two contrasting 

movements from one of the 
Suites

•	 Robert	Schumann:	Five 
Pieces in Folk Style, op. 102, 
mvts I,III, IV, V 

•	 Any	piece	of	the	
contestant’s	choice

DOUBLE	BASS
•	 J.S.	Bach: two contrasting 

movements from one of the 
cello Suites

•	 Frank	Proto:	Carmen 
Fantasy (solo tuning), mvts 
I, II, V

•	 Any	piece	of	the	
contestant’s	choice

58 | American String Teacher | August 2015



www.astaweb.com | 59 



60 | American String Teacher | August 2015

(current members as of July 2015) BUYERS�  GUIDE

2015
The following guide gives you the opportunity to quickly reference the companies that can provide you all the products and services 
you need to effectively teach and perform daily. We have organized this directory into categories for easy access and reference. 
The following index shows you the various categories of products and services. Keep this section handy for future needs or visit the 
ASTA website for an up-to-the-minute version of the guide. Take a moment to support those who actively support you! 

String Industry Council

Category Legend: A=Associations; ACC=Accessories; BOWS=Bows; IAMW=Instrument and Accessory Manufacturer/Whole-
saler; IAMS=Instrument, Accessory and Music Sales; IMD=Instrument Maker/Dealer; IR=Instrument Repair; IRE=Instrument Rentals; 
MF=Music Festival; MPD=Music Publisher/Distributor; O=Other; OP=Other Publisher; SM=Sheet Music

Associations (A)
Eastern Music Festival 
336-333-7450 ext. 240
cwilliams@
easternmusicfestival.org
www.easternmusicfestival.org
 
Johnson String Instrument Inc.
617-964-0954
maureen@
carriagehouseviolins.com
carriagehouseviolins.com 
www.Johnsonstring.com

Ken Stanton Music
770-427-2491
andrewm@kenstanton.com
www.kenstantonmusic.com

Strings of the Sonoran
520-560-3968
 
The Midwest Clinic 
630-861-6125
info@midwestclinic.org
www.midwestclinic.org

Accessories (ACC)
A Cavallo Violins, LLC. 
402-827-9270
acvsales@gmail.com
www.acavalloviolins.com 

A Joyful Noise Music 
Studio, LLC. 
810-373-4030
lisa@ajoyfulnoisemusicstudio.com 
www.ajoyfulnoisemusicstudio.com 

Arcos Brasil 
480-967-5227
info@arcosbrasil.com 
www.arcosbrasil.com 

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

Atelier Constantin 
Popescu, LLC  
203-661-9500
atelierstrings@aol.com
atelierconstantinpopescu.com 

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

Beethoven & Company 
850-894-8700
info@beethovenandcompany.com 
www.beethovenandcompany.com
 

Brobst Violin Shop 
703-256-0566
inquire@brobstviolins.com 
www.brobstviolins.com 

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

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

Connolly Music Company/
Thomastik-Infeld  
800-644-5268
info@connollymusic.com 
www.connollymusic.com 

Eastman Strings, Inc. 
800-789-2216 ext 121
rsalazar@eastmanstrings.com 
www.eastmanmusiccompany.com 

Frisch & Denig Custom-
fitted Chinrests 
703-533-5883
gfrisch1@cox.net
www.chinrests.com 

George Robinson Violins  
806-792-9752
robinsonviolins@sbcglobal.
net www.robinsonviolins.com 

Harmonious Designs, LLC 
469-939-5052
harmoniousdesigns4u@gmail.com 
www.designs4harmony.com
 
Huthmaker Violins  
770-476-9443
fiddlefolk@aol.com 
www.huthmakerviolins.com 

Jim Clinton Violins 
864-322-2622
jim@jcviolins.com 
www.jcviolins.com 

Johnson String Instrument Inc.
617-964-0954
maureen@carriagehouseviolins.
com carriagehouseviolins.com
www.Johnsonstring.com 

KCNC Production and 
Design, LLC. 
913-912-1083
rick@kcncproduction.com 
www.kcncproduction.com 
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Ken Stanton Music 
770-427-2491
andrewm@kenstanton.com 
www.kenstantonmusic.com 

Kréddle 
406-686-6413
jordan@kreddle.com 
www.kreddle.com 

KRUTZ, Inc.  
913-403-1833
anton@krutzstrings.com 
www.krutzstrings.com 

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

PINSTOP 
307-733-6240
pinstops@gmail.com 
www.pinstoponline.com 

R.S. Berkeley Musical 
Instruments/ Erwin Otto/
Meisel/Mozart Strings 
800-974-3909
nrlilien@gmail.com 
www.rsberkeley.com 

Rockin' Rosin 
860-208-9610
sales@rockinrosin.com 
www.rockinrosin.com 

Rufino Violins, Long Island 
Violin Shop   
631-427-3569
music@liviolinshop.com 
www.liviolinshop.com 

Sam Ash Music Corporation  
516-932-6400 ext. 104
sam.ash@samashmusic.com 
www.samashmusic.com 

SHAR Music 
734-665-3978
jenniel@sharmusic.com 
www.sharmusic.com 

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

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

Stern Sound 
310-457-9901
info@acoustagrip.com  

Summerhays Music Center 
801-268-4446
lpenrose@summerhaysmusic.
com summerhaysmusic.com 

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

The Practice Shoppe 
801-824-2563
leslie@thepracticeshoppe.com 
www.thepracticeshoppe.com 

The String Centre: a div. of 
Woodwind and Brasswind  
888-323-5437
heather.cousineau@wwbw.com 
www.thestringcentre.com 

The String House   
585-442-9272
agspKanack@choiceonemail.com 
www.TheStringHouse.com 

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

Wyatt Violin Shop 
816-252-5656
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

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

Young Musicians Inc. 
817-741-3838
info@young-musicians.com 
www.young-musicians.com 
  

Bows
A Cavallo Violins, LLC. 
402-827-9270
acvsales@gmail.com 
www.acavalloviolins.com 

Amati's Fine Instruments 
513-679-7747
amatisfine@msn.com 
www.amatis.us 

Arcos Brasil 
480-967-5227
info@arcosbrasil.com 
www.arcosbrasil.com 

Atelier Constantin 
Popescu, LLC  
203-661-9500
atelierstrings@aol.com 
atelierconstantinpopescu.com 

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

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

Brobst Violin Shop
703-256-0566
inquire@brobstviolins.com 
www.brobstviolins.com 

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

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

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

CodaBow International Ltd 
507-454-1509
bows@codabow.com 
www.codabow.com 

Connolly Music Company/
Thomastik-Infeld  
800-644-5268
info@connollymusic.com 
www.connollymusic.com 

Cremona by Saga Musical 
Instruments 
650-588-5558
dmoser@sagamusic.com 
www.sagamusic.com 

Decor Music Inc. 
775-356-8887
decormusic@hotmail.com 
www.decormusic.com 

Eastman Strings, Inc. 
800-789-2216 ext 121
rsalazar@eastmanstrings.com 
www.eastmanmusiccompany.com 

Electric Violin Shop 
919-806-3311
blaise@electricviolinshop.com 
www.electricviolinshop.com 

George Robinson Violins  
806-792-9752
robinsonviolins@sbcglobal.net
www.robinsonviolins.com 

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

Huthmaker Violins 
770-476-9443
fiddlefolk@aol.com 
www.huthmakerviolins.com 

Ifshin Violins 
510-843-5466
info@ifshinviolins.com 
www.ifshinviolins.com 

Jim Clinton Violins 
864-322-2622
jim@jcviolins.com 
www.jcviolins.com 

Johnson String Instrument Inc.
617-964-0954
maureen@carriagehouseviolins.
com carriagehouseviolins.com
www.Johnsonstring.com 

Jon Paul Strings
801-531-1095
info@jonpaulstrings.com 
www.jonpaulstrings.com 

Kelin Violin Shop  
972-881-1765
info@kelinviolins.com 
www.kelinviolins.com 

Ken Stanton Music 
770-427-2491
andrewm@kenstanton.com 
www.kenstantonmusic.com 
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Knilling String Instruments  
314-727-4512
bruce@usbandsupplies.com
www.knilling.com 

KRUTZ, Inc.  
913-403-1833
anton@krutzstrings.com 
www.krutzstrings.com 

Lisle Violin Shop 
800-545-4753
lisleviolinshop@gmail.com
www.violins.com 

Menchey Music Service, Inc.
717-637-2185
sneill@menchey.com 
www.mencheymusic.com 

Metropolitan Music Co.  
802-253-4814
ajuzek@metmusic.com 
www.metmusic.com 

Mohr & Mohr Bows 
419-496-2697
Info@rodneymohr.com 
www.RodneyMohr.com 

Peter Prier & Sons Violins 
801-364-3651
info@prierviolins.com 
www.prierviolins.com
 
Robertson & Sons 
Violin Shop, Inc.
505-889-2999
allison@robertsonviolins.com 
www.robertsonviolins.com 

Rufino Violins, Long Island 
Violin Shop 
631-427-3569
music@liviolinshop.com 
www.liviolinshop.com 

SHAR Music 
734-665-3978
jenniel@sharmusic.com 
www.sharmusic.com 

Southwest Strings 
520-624-9390
tjohnson@swstrings.com 
www.swstrings.com 

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

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

Summerhays Music Center 
801-268-4446
lpenrose@summerhaysmusic.com
summerhaysmusic.com 

The Potter Violin Company 
800-317-9452
mailus@pottersviolins.com 
www.pottersviolins.com  
 
The String Centre: a div. of 
Woodwind and Brasswind  
888-323-5437
heather.cousineau@wwbw.
com www.thestringcentre.com 

The String House 
585-442-9272
agspKanack@choiceonemail.com
www.TheStringHouse.com
 
Violin Outlet 
702-733-3028
violinotlt@aol.com
www.violinoutlet.com 

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

Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

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

Young Musicians Inc.  
817-741-3838 
info@young-musicians.com 
www.young-musicians.com 

Instrument, Accessory 
& Music Sales (IAMS)

A Cavallo Violins, LLC. 
402-827-9270
 acvsales@gmail.com 
www.acavalloviolins.com 

A Joyful Noise Music 
Studio, LLC  
810-373-4030
lisa@ajoyfulnoisemusicstudio.com 
www.ajoyfulnoisemusicstudio.com 

Amati's Fine Instruments   
513-679-7747
amatisfine@msn.com 
www.amatis.us 

Atelier Constantin 
Popescu, LLC  
203-661-9500
atelierstrings@aol.com
atelierconstantinpopescu.com 

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

Beethoven & Company 
850-894-8700
info@beethovenandcompany.com 
www.beethovenandcompany.com 

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

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

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

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

Connolly Music Company/
Thomastik-Infeld  
800-644-5268
info@connollymusic.com 
www.connollymusic.com 

Don't Fret Enterprises  
505-205-2700 
phiddle4@earthlink.net 
www.dontfret.net 

Electric Violin Shop 
919-806-3311 
blaise@electricviolinshop.com 
www.electricviolinshop.com 

G. Edward Lutherie, Inc. 
800-741-3045 
info@gelbass.com 
www.acousticelectricstrings.com 
 
GelRest Violin Chinrests 
415-383-1821 
info@gelrest.com 
www.GelRest.com 
 
Gliga Violins, USA - The 
Violin Place, Inc. 
626-578-0442 
music@violinslover.com 
www.violinslover.com 

Golden Music Center
303-279-1111 
goldenmusiccenter@gmail.com 
www.goldenmusiccenter.com 

Howard Core Company LLC 
256-235-8200 
info@howardcore.com 
www.howardcore.com 
 
Huthmaker Violins
770-476-9443 
fiddlefolk@aol.com 
www.huthmakerviolins.com 
 
Ifshin Violins 
510-843-5466 
info@ifshinviolins.com 
www.ifshinviolins.com 
  
Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 
 
Johnson String Instrument Inc. 
617-964-0954 
maureen@
carriagehouseviolins.com 
carriagehouseviolins.com 
www.Johnsonstring.com 
 
Kelin Violin Shop   
972-881-1765 
 info@kelinviolins.com 
 www.kelinviolins.com 

Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 
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Knilling String Instruments  
314-727-4512 
bruce@usbandsupplies.com 
www.knilling.com 
 
Lisle Violin Shop  
800-545-4753 
lisleviolinshop@gmail.com 
www.violins.com 
 
Menchey Music Service, Inc.  
717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 

Metropolitan Music Co.  
802-253-4814 
ajuzek@metmusic.com 
www.metmusic.com 

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

NS Design 
207-563-7705 
garyb@nedsteinberger.com 
thinkNS.com 

Peter Prier & Sons Violins 
801-364-3651 
info@prierviolins.com 
www.prierviolins.com 

Peter Zaret & Sons Violins, Inc.
888-846-5462 
Pzaret@roadrunner.com 
www.zaretandsonsviolins.com 
  
R.S. Berkeley Musical 
Instruments/ Erwin Otto/
Meisel/Mozart Strings 
800-974-3909 
nrlilien@gmail.com 
www.rsberkeley.com 

Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 
 
Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 
 
SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

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

Stearns Violins, Inc. 
330-877-8584 
rodger@stearnsviolins.com 
www.stearnsviolins.com 
  
String Riffs 
602-380-2253 
stringriffs@gmail.com 
www.StringRiffs.com 

Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 

The Potter Violin Company 
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 
 
The String Centre: a div. of 
Woodwind and Brasswind  
888-323-5437 
heather.cousineau@wwbw.com 
www.thestringcentre.com 

The String House 
585-442-9272 
agspKanack@choiceonemail.com 
www.TheStringHouse.com 
 
Things 4 Strings LLC 
201-563-2274 
ruthbrons@things4strings.com 
www.things4strings.com 
 
Violin Outlet 
702-733-3028 
violinotlt@aol.com 
www.violinoutlet.com 

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

Wood Violins 
516-767-6677 
info@markwoodmusic.com 
www.woodviolins.com 
 

Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

Young Musicians Inc. 
817-741-3838 
info@young-musicians.com 
www.young-musicians.com 

Instrument and 
Accessory 

Manufacturer/
Wholesaler (IAMW)

A Cavallo Violins, LLC.  
402-827-9270 
acvsales@gmail.com 
www.acavalloviolins.com 

Arcos Brasil 
480-967-5227 
info@arcosbrasil.com 
www.arcosbrasil.com 

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

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

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

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

CodaBow International Ltd 
507-454-1509 
bows@codabow.com 
www.codabow.com 

Conn-Selmer, Inc. 
574-522-1675 
marketing@conn-selmer.com 
www.conn-selmer.com 

Cremona by Saga 
Musical Instruments 
650-588-5558 
dmoser@sagamusic.com 
www.sagamusic.com 

D'Addario & Co., Inc.  
631-439-3275 
lyris.hung@daddario.com 
www.daddario.com 

Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 
 
Don't Fret Enterprises
505-205-2700 
phiddle4@earthlink.net 
www.dontfret.net 

Eastman Strings, Inc. 
800-789-2216 ext. 121 
rsalazar@eastmanstrings.com 
www.eastmanmusiccompany.com 
 
G. Edward Lutherie, Inc. 
800-741-3045 
info@gelbass.com 
www.acousticelectricstrings.com 
  
GelRest Violin Chinrests 
415-383-1821 
info@gelrest.com 
www.GelRest.com 

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

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

Jargar Strings ApS 
45-35 374015 
jargar@jargar-strings.com 
www.jargar-strings.com 
 
KCNC Production and 
Design, LLC. 
913-912-1083 
rick@kcncproduction.com 
www.kcncproduction.com 
 
Knilling String Instruments  
314-727-4512 
bruce@usbandsupplies.com 
www.knilling.com 

KRUTZ, Inc.  
913-403-1833 
anton@krutzstrings.com 
www.krutzstrings.com 
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Kun Shoulder Rest, Inc. 
613-232-1861 
kun@kunrest.com 
www.kunrest.com 

Magic Rosin 
612-623-4374 
magicrosin@gmail.com 
www.magicrosin.com 
 
Metropolitan Music Co. 
802-253-4814 
ajuzek@metmusic.com 
www.metmusic.com 

Peter Prier & Sons Violins 
801-364-3651 
info@prierviolins.com 
www.prierviolins.com 

Pirastro GmbH 
631-834-2947 
usa@pirastro.com 
www.pirastro.com 
  
Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

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

Sofia Violins 
317-264-0444 
jw@sofia-violins.com 
www.sofia-violins.com 
 
Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

Stern Sound 
310-457-9901 
info@acoustagrip.com 
  
Super-Sensitive 
Musical String Co. 
941-371-0016 ext. 2139 
ellen@cavanaughcompany.com 
www.supersensitive.com 

 

Things 4 Strings LLC 
201-563-2274 
ruthbrons@things4strings.com 
www.things4strings.com 
 
WARCHAL S.R.O. 
004212658189 
kamila@warchal.com 
www.warchal.com 
 
Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

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

Instrument Maker/
Dealer (IMD)

A Cavallo Violins, LLC.  
402-827-9270 
acvsales@gmail.com 
 www.acavalloviolins.com 
 
Arcos Brasil 
480-967-5227 
info@arcosbrasil.com 
www.arcosbrasil.com 

Atelier Constantin Popescu, LLC  
203-661-9500 
atelierstrings@aol.com 
atelierconstantinpopescu.com 
 
Atlantic Strings Violin Shop 
321-725-4164 
allen@atlanticstrings.com 
www.atlanticstrings.com 
 
Bernhardt House of Violins 
864-282-8887 
joyce@bernhardtviolins.com 
www.bernhardtviolins.com 
 
Brobst Violin Shop 
703-256-0566 
inquire@brobstviolins.com 
www.brobstviolins.com 
 
Century Strings, Inc.  
909-548-0845 
info@centurystrings.com 
www.centurystrings.com 

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

Claire Givens Violins, Inc. 
612-375-0708 
cgivens@givensviolins.com 
www.givensviolins.com 
 
Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 

Electric Violin Shop 
919-806-3311 
blaise@electricviolinshop.com 
www.electricviolinshop.com 

Eliton, LLC 
816-472-5544 
edith@duracomm.com 
www.elitonmusic.com 

G. Edward Lutherie, Inc. 
800-741-3045 
info@gelbass.com 
www.acousticelectricstrings.com 
 
George Robinson Violins  
806-792-9752 
robinsonviolins@sbcglobal.net 
www.robinsonviolins.com 

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

Ifshin Violins 
510-843-5466 
info@ifshinviolins.com 
www.ifshinviolins.com 

Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 

Kelin Violin Shop   
972-881-1765 
info@kelinviolins.com 
www.kelinviolins.com 

Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 

KRUTZ, Inc.  
913-403-1833 
anton@krutzstrings.com 
www.krutzstrings.com 

Lisle Violin Shop 
800-545-4753 
lisleviolinshop@gmail.com 
www.violins.com 

Menchey Music Service, Inc.
717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 

Peter Prier & Sons Violins 
801-364-3651 
info@prierviolins.com 
www.prierviolins.com 

Robertson & Sons 
Violin Shop, Inc. 
505-889-2999 
allison@robertsonviolins.com 
www.robertsonviolins.com 

Rufino Violins, Long 
Island Violin Shop  
631-427-3569 
music@liviolinshop.com 
www.liviolinshop.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 
 
Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

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

Stearns Violins, Inc. 
330-877-8584 
rodger@stearnsviolins.com 
www.stearnsviolins.com 
 
The Potter Violin Company 
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 
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The String Centre: a div. of 
Woodwind and Brasswind  
888-323-5437 
heather.cousineau@wwbw.com 
www.thestringcentre.com 

The String House 
585-442-9272 
agspKanack@choiceonemail.com 
www.TheStringHouse.com 

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

Wood Violins 
516-767-6677 
info@markwoodmusic.com 
www.woodviolins.com 

Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

Instrument Repair (IR)
A Cavallo Violins, LLC.  
402-827-9270 
acvsales@gmail.com 
www.acavalloviolins.com 

A Joyful Noise Music 
Studio, LLC
810-373-4030 
lisa@ajoyfulnoisemusicstudio.com 
www.ajoyfulnoisemusicstudio.com 
 
Amati's Fine Instruments 
513-679-7747 
amatisfine@msn.com 
www.amatis.us 

Atelier Constantin Popescu, LLC  
203-661-9500 
atelierstrings@aol.com 
atelierconstantinpopescu.com 

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

Beethoven & Company 
850-894-8700 
info@beethovenandcompany.com 
www.beethovenandcompany.com 

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

Brobst Violin Shop 
703-256-0566 
inquire@brobstviolins.com 
www.brobstviolins.com 
 
Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801-255-9636 
violins@finestringinstruments.com 
www.finestringinstruments.com 

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

Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 

Electric Violin Shop 
919-806-3311 
blaise@electricviolinshop.com 
www.electricviolinshop.com 

George Robinson Violins  
806-792-9752 
robinsonviolins@sbcglobal.net 
www.robinsonviolins.com 
 
Huthmaker Violins 
770-476-9443 
fiddlefolk@aol.com 
www.huthmakerviolins.com 
  
Ifshin Violins 
510-843-5466 
info@ifshinviolins.com 
www.ifshinviolins.com 

Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 
  
Johnson String Instrument Inc. 
617-964-0954 
maureen@
carriagehouseviolins.com 
carriagehouseviolins.com
www.Johnsonstring.com 

Kelin Violin Shop 
972-881-1765 
info@kelinviolins.com 
www.kelinviolins.com 
 
Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 

Lisle Violin Shop 
800-545-4753 
lisleviolinshop@gmail.com 
www.violins.com 

Menchey Music Service, Inc.  
717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 

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

Peter Prier & Sons Violins 
801-364-3651 
info@prierviolins.com 
www.prierviolins.com 

Peter Zaret & Sons Violins, Inc. 
888-846-5462 
Pzaret@roadrunner.com 
www.zaretandsonsviolins.com 

Robertson & Sons 
Violin Shop, Inc. 
505-889-2999 
allison@robertsonviolins.com 
www.robertsonviolins.com 
 
Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 
 
Rufino Violins, Long 
Island Violin Shop 
631-427-3569 
music@liviolinshop.com 
www.liviolinshop.com 
  
Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

 

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

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

Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 

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

The String House 
585-442-9272 
agspKanack@choiceonemail.com 
www.TheStringHouse.com 

Violin Outlet 
702-733-3028 
violinotlt@aol.com 
www.violinoutlet.com 

William Harris Lee & Co.  
312-786-0459 
info@whlee.com 
www.whlee.com 
 
Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

Young Musicians Inc. 
817-741-3838 
info@young-musicians.com 
www.young-musicians.com 

Instrument 
Rentals (IRE)

A Cavallo Violins, LLC.  
402-827-9270 
acvsales@gmail.com 
www.acavalloviolins.com 

A Joyful Noise Music 
Studio, LLC 
810-373-4030 
lisa@ajoyfulnoisemusicstudio.com 
www.ajoyfulnoisemusicstudio.com 
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Amati's Fine Instruments 
513-679-7747 
amatisfine@msn.com 
www.amatis.us 

Atelier Constantin Popescu, LLC  
203-661-9500 
atelierstrings@aol.com 
atelierconstantinpopescu.com 

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

Beethoven & Company 
850-894-8700 
info@beethovenandcompany.com 
www.beethovenandcompany.com 
 
Bernhardt House of Violins 
864-282-8887 
joyce@bernhardtviolins.com 
www.bernhardtviolins.com 
  
Brobst Violin Shop 
703-256-0566 
inquire@brobstviolins.com 
www.brobstviolins.com 

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

George Robinson Violins  
806-792-9752 
robinsonviolins@sbcglobal.net 
www.robinsonviolins.com 

Huthmaker Violins 
770-476-9443 
fiddlefolk@aol.com 
www.huthmakerviolins.com 
 
Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 

Johnson String Instrument Inc. 
617-964-0954 
maureen@carriagehouseviolins.com
carriagehouseviolins.com 
www.Johnsonstring.com 

Kelin Violin Shop 
972-881-1765 
info@kelinviolins.com 
www.kelinviolins.com 

Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 

Lisle Violin Shop 
800-545-4753 
lisleviolinshop@gmail.com 
www.violins.com 

Menchey Music Service, Inc. 
717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 

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

Peter Zaret & Sons Violins, Inc. 
888-846-5462 
Pzaret@roadrunner.com 
www.zaretandsonsviolins.com 

Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 
 
Rufino Violins, Long 
Island Violin Shop 
631-427-3569 
music@liviolinshop.com 
www.liviolinshop.com 
  
Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 
 
SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

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

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

Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 
 
The Potter Violin Company 
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 

The String House 
585-442-9272 
agspKanack@choiceonemail.com 
www.TheStringHouse.com 

Violin Outlet 
702-733-3028 
violinotlt@aol.com 
www.violinoutlet.com 

William Harris Lee & Co.  
312-786-0459 
info@whlee.com 
www.whlee.com 
  
Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

Young Musicians Inc. 
817-741-3838 
info@young-musicians.com 
www.young-musicians.com 

Music Festivals (MF)
Ashokan Fiddle & Dance Camps 
845-246-2121 
office@ashokan.org 
www.ashokan.org 
  
Charles W. Liu Fine Violins/
Stradivarius International 
Violin Competition 
801-255-9636 
violins@finestringinstruments.com 

Eastern Music Festival  
336-333-7450 ext. 240 
cwilliams@
easternmusicfestival.org 
www.easternmusicfestival.org 

Encore Tours  
617-450-5660 
info@encoretours.com 
www.encoretours.com 

Forum Music Festivals 
888-763-6786 
office@forummusicfestivals.com 
www.forummusicfestivals.com 
  
Maestro By Tumlare, 
Performance Tour Specialists 
800-223-4664 
davidga@tumlare.com 
www.maestrobytumlare.com 
  
Manhattan Concert Productions 
212-279-1147 
mworkman@mcp.us 
www.mcp.us 
 
MasterWorks Festival 
888-836-2723 
publicity@
christianperformingart.org 
www.masterworksfestival.org 

Music Celebrations International 
480-894-3330 
john@musiccelebrations.com 
www.musiccelebrations.com 

Music for All 
317-636-2263 
info@musicforall.org 
www.musicforall.org 

Perform International, LLC 
770-220-2242 
rzuehlke@perform-
international.com 
www.perform-international.com 

Ranaan Meyer Entertainment 
302-397-7571 
brent@ranaanmeyer.com 
www.ranaanmeyer.com 

Round Top Festival Institute  
979-249-3129 
alaind@festivalhill.org 
festivalhill.org 

Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 

World Cultural Tours 
877-218-8687 
acrete@worldculturaltours.com 
www.worldculturaltours.com 
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Worldstrides International 
Discovery 
800-522-2398 
deniser@
worldstridesdiscovery.org 
www.educationaltravel.com 

Music Publisher 
Distributor (MPD)

Alfred Publishing Co., Inc.  
818-891-5999 
jpaisley@alfred.com 
www.alfred.com 
 
Ashokan Fiddle & Dance Camps 
845-246-2121 
office@ashokan.org 
www.ashokan.org 

Bärenreiter  
+ 49 561 3105 173 
pwoodfull-harris@
baerenreiter.com 
www.baerenreiter.com 

Blue Arch Music 
403-282-9100 
esj@bluearchmusic.com 
www.bluearchmusic.com 
 
Boosey & Hawkes 
414-774-3630 
halinfo@halleonard.com 
www.halleonard.com 

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

C. Harvey Publications 
215-494-8170 
info@charveypublications.com 
www.charveypublications.com 

C.F. Peters Corporation  
718-416-7800 
sales.us@editionpeters.com 
www.edition-peters.com 
 
Carl Fischer Music 
212-777-0900 
elizabethh@carlfischer.com 
www.carlfischer.com 

Cello Loft 
858-212-5460 
publications@celloloft.com 
www.celloloftmusic.com 

Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 
 
Educational String Publishing  
413-624-3474 
tasgalmusic@yahoo.com 
stringsfunandeasy.com 
  
F Clef Music 
404-783-2764 
vanfan@fclefmusic.com 
www.fclefmusic.com 

FJH Music Co., Inc.  
954-382-6061 
info@fjhmusic.com 
www.fjhmusic.com 
 
Frederick Harris Music Co.  
416-673-1426 ext. 221 
hilary.johnston@rcmusic.ca 
www.fredrickharrismusic.com 

G. Henle Verlag  
0049 89 75982-0 
info@henle.de 
www.henleusa.com 

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

GIA Publications, Inc. 
708-496-3800 
custserv@giamusic.com 
alech@giamusic.com 
www.giamusic.com 

Grand Mesa Music Publishers 
970-245-1685 
gmmusic@earthlink.net 
www.grandmesamusic.com 

Hal Leonard Corporation 
414-774-3630 
mfleenor@halleonard.com 
www.halleonard.com 

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

Hybrid Vigor Music, Inc. 
413-230-3782 
office@hybridvigormusic.org 

  

Kendor Music Inc. 
716-492-1254 
mvarga@kendormusic.com 
www.kendormusic.com 

Luck's Music Library 
248-583-1820 
aking@lucksmusic.com 
www.lucksmusic.com 

LudwigMasters Publications 
561-241-6340 
joe@ludwigmasters.com 
www.ludwigmasters.com 

MewzkL Publications 
410-841-6288 
info@mewzkl.com 
www.mewzkl.com 

Mountain Crest Music 
845-440-7983 
mountaincrestmusic@gmail.com 
www.mountaincrestmusic.com 
 
Musikgarten 
800-216-6864 
info@musikgarten.org 
www.musikgarten.org 

Navarro River Music 
707-937-3342 
pizzicato@pacific.net 
www.NavarroRiverMusic.com 

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

Oxford University Press  
011 44 1865 355066 
suzy.gooch@oup.com 
www.oup.com 

PianoAmigo, LLC    
773-951-9895 
steve@pianoamigo.com 
www.pianoamigo.com 
 
Reynard Burns Publishing, 
Inc./DBA Free Flight Music 
631-357-0053 
info@stringssheetmusic.com 
www.stringssheetmusic.com 
 
Robertson & Sons 
Violin Shop, Inc. 
505-889-2999 
allison@robertsonviolins.com 
www.robertsonviolins.com 
 

Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 
 
SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 
 
Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 
 
String Letter Publishing  
510-215-0010 
dal@stringletter.com 
www.stringletter.com 
 
String Riffs 
602-380-2253 
stringriffs@gmail.com 
www.StringRiffs.com 

Tempo Press 
248-588-0808 
sales@tempopress.com 
www.tempopress.com 
 
The Potter Violin Company  
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 
 
Violin Jazz Publishing  
877-678-5299 
jeremy@violinjazz.com 
www.violinjazz.com 
 
Wilfin Music- Distr. by 
Alfred Publishing 
+61 7 3341 8086 
enquiries@wilfinmusic.com.au 
www.wilfinmusic.com.au 
  
Wingert-Jones Publications; a 
div. of J.W. Pepper & Son, Inc. 
866-956-7337 ext. 220 
publications@wjpublications.com 
www.wjpublications.com 
  
Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 
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Yesterday Service 
Sheet Music Inc. 
617-547-8263 
robbethel@yesterdayservice.com 
www.yesterdayservice.com 

Other Publisher (OP)
Claire Givens Violins, Inc. 
612-375-0708 
cgivens@givensviolins.com 
www.givensviolins.com 

FJH Music Co., Inc.  
954-382-6061 
info@fjhmusic.com 
www.fjhmusic.com 
 
Oxford University Press  
011 44 1865 355066 
suzy.gooch@oup.com 
www.oup.com 

Private Music Studio 
Guide Books 
856-795-4285 
mimibutler@aol.com 
www.privatemusicstudio.com 

Ranaan Meyer Entertainment 
302-397-7571 
brent@ranaanmeyer.com 
www.ranaanmeyer.com 

Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

String Letter Publishing  
510-215-0010 
dal@stringletter.com 
www.stringletter.com 
  

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

Beethoven & Company 
850-894-8700 
info@beethovenandcompany.com 
www.beethovenandcompany.com 

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

Blue Arch Music 
403-282-9100 
esj@bluearchmusic.com 
www.bluearchmusic.com 

Brobst Violin Shop
703-256-0566 
inquire@brobstviolins.com 
www.brobstviolins.com 

C. Harvey Publications 
215-494-8170 
info@charveypublications.com 
www.charveypublications.com 

Cello Loft 
858-212-5460 
publications@celloloft.com 
www.celloloftmusic.com 

Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 

F Clef Music 
404-783-2764 
vanfan@fclefmusic.com 
www.fclefmusic.com 

Frederick Harris Music Co.  
416-673-1426 ext. 221 
hilary.johnston@rcmusic.ca 
www.fredrickharrismusic.com 

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

George Robinson Violins  
806-792-9752 
robinsonviolins@sbcglobal.net 
www.robinsonviolins.com 
 
Highland/Etling 
818-891-5999 
customerservice@alfred.com 
www.alfred.com 

J.W. PEPPER & SON, INC.  
610-648-0500 
tparrish@jwpepper.com 
www.jwpepper.com 

Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 

Johnson String Instrument Inc. 
617-964-0954 
maureen@
carriagehouseviolins.com 
carriagehouseviolins.com 
www.Johnsonstring.com 

Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 

Learning From the Legends 
218-422-6683 
pr@learningfromthelegends.com 
www.learningfromthelegends.com 

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

M-R Music 
314-291-4686 
music@mrmusicinc.com 
www.mrmusicinc.com 

Menchey Music Service, Inc.  
717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 

Mona Lisa Sound, Inc.  
877-263-5691 
sales@monalisarecords.com 
www.MonaLisaSound.com 

Navarro River Music 
707-937-3342 
pizzicato@pacific.net 
www.NavarroRiverMusic.com 

Oxford University Press  
011 44 1865 355066 
suzy.gooch@oup.com 
www.oup.com 

Ranaan Meyer Entertainment 
302-397-7571 
brent@ranaanmeyer.com 
www.ranaanmeyer.com 

Reynard Burns Publishing, 
Inc./DBA Free Flight Music 
631-357-0053 
info@stringssheetmusic.com 
www.stringssheetmusic.com 

Rufino Violins, Long 
Island Violin Shop  
631-427-3569 
music@liviolinshop.com 
www.liviolinshop.com 

Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 

Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

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

String Riffs 
602-380-2253 
stringriffs@gmail.com 
www.StringRiffs.com 

Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 

Tempo Press 
248-588-0808 
sales@tempopress.com 
www.tempopress.com 
 
The Potter Violin Company 
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 

Wilfin Music- distr. by 
Alfred Publishing 
+61 7 3341 8086 
enquiries@wilfinmusic.com.au 
www.wilfinmusic.com.au 

Wyatt Violin Shop 
816-252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

Yesterday Service 
Sheet Music Inc. 
617-547-8263 
robbethel@yesterdayservice.com 
www.yesterdayservice.com 
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Young Musicians Inc. 
817-741-3838 
info@young-musicians.com 
www.young-musicians.com 

Other (O)
A Cavallo Violins, LLC  
402-827-9270 
acvsales@gmail.com 
www.acavalloviolins.com 

A Joyful Noise Music Studio, LLC 
810-373-4030 
lisa@ajoyfulnoisemusicstudio.com 
www.ajoyfulnoisemusicstudio.com 

Amati's Fine Instruments 
513-679-7747 
amatisfine@msn.com 
www.amatis.us 

Arcos Brasil 
480-967-5227 
info@arcosbrasil.com 
www.arcosbrasil.com 

Atelier Constantin Popescu, LLC  
203-661-9500 
atelierstrings@aol.com 
atelierconstantinpopescu.com 

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

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

Brobst Violin Shop 
703-256-0566 
inquire@brobstviolins.com 
www.brobstviolins.com 

Cello Loft 
858-212-5460 
publications@celloloft.com 
www.celloloftmusic.com 

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

 

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

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

CodaBow International Ltd 
507-454-1509 
bows@codabow.com 
www.codabow.com 
 
Connolly Music Company/
Thomastik-Infeld  
800-644-5268 
info@connollymusic.com 
www.connollymusic.com 

Creative Imperatives 
201-947-3923 
stevenswank@
creativeimperatives.com 
www.creativeimperatives.com 

Cremona by Saga 
Musical Instruments 
650-588-5558 
dmoser@sagamusic.com 
www.sagamusic.com 

Decor Music Inc. 
775-356-8887 
decormusic@hotmail.com 
www.decormusic.com 

Eastman Strings, Inc. 
800-789-2216 ext. 121 
rsalazar@eastmanstrings.com 
www.eastmanmusiccompany.com 
 
Electric Violin Shop 
919-806-3311 
blaise@electricviolinshop.com 
www.electricviolinshop.com 

Encore Tours  
617-450-5660 
info@encoretours.com 
www.encoretours.com 

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

George Robinson Violins  
806-792-9752 
robinsonviolins@sbcglobal.net 
www.robinsonviolins.com 

Gliga Violins, USA
The Violin Place, Inc. 
626-578-0442 
music@violinslover.com 
www.violinslover.com 
  
Huthmaker Violins 
770-476-9443 
fiddlefolk@aol.com 
www.huthmakerviolins.com 

Hybrid Vigor Music, Inc. 
413-230-3782 
office@hybridvigormusic.org 
  
Ifshin Violins 
510-843-5466 
info@ifshinviolins.com 
www.ifshinviolins.com 

Jam With Lauren 
207-318-8999 
laurenrioux@me.com 
www.JamWithLauren.com 

Jim Clinton Violins 
864-322-2622 
jim@jcviolins.com 
www.jcviolins.com 

Johnson String Instrument Inc. 
617-964-0954 
maureen@
carriagehouseviolins.com 
carriagehouseviolins.com 
www.Johnsonstring.com 

Jon Paul Strings 
801-531-1095 
info@jonpaulstrings.com 
www.jonpaulstrings.com 
  
Kelin Violin Shop 
972-881-1765 
info@kelinviolins.com 
www.kelinviolins.com 

Ken Stanton Music 
770-427-2491 
andrewm@kenstanton.com 
www.kenstantonmusic.com 

Knilling String Instruments  
314-727-4512 
bruce@usbandsupplies.com 
www.knilling.com 

KRUTZ, Inc.  
913-403-1833 
anton@krutzstrings.com 
www.krutzstrings.com 

Learning From the Legends 
218-422-6683 
pr@learningfromthelegends.com 
www.learningfromthelegends.com 

Lisle Violin Shop 
800-545-4753 
lisleviolinshop@gmail.com 
www.violins.com 

Maestro By Tumlare, 
Performance Tour Specialists 
800-223-4664 
davidga@tumlare.com 
www.maestrobytumlare.com 
 
Manhattan Concert Productions 
212-279-1147 
mworkman@mcp.us 
www.mcp.us 

Menchey Music Service, Inc. 
 717-637-2185 
sneill@menchey.com 
www.mencheymusic.com 
  
Merz-Huber Company  
610-544-2323 
music@merzhuber.com 
https://www.
huntingtontblock.com/
Pages/
MerzHuberMusicalInstrument
InsuranceProgram.aspx

Metropolitan Music Co. 
802-253-4814 
ajuzek@metmusic.com 
www.metmusic.com 

Mohr & Mohr Bows 
419-496-2697 
Info@rodneymohr.com 
www.RodneyMohr.com 
 
Mona Lisa Sound, Inc.  
877-263-5691 
sales@monalisarecords.com 
www.MonaLisaSound.com 

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



70 | American String Teacher | August 2015

BUYERS �  GUIDEString Industry Council
Music Kids 
202-505-2341 
josiah@musickidsprogram.com 
www.musickidsprogram.com 

Navarro River Music 
707-937-3342 
pizzicato@pacific.net 
www.NavarroRiverMusic.com 

Oxford University Press  
011 44 1865 355066 
suzy.gooch@oup.com 
www.oup.com 
  
Peter Prier & Sons Violins 
801-364-3651 
info@prierviolins.com 
www.prierviolins.com 

Private Music Studio 
Guide Books 
856-795-4285 
mimibutler@aol.com 
 www.privatemusicstudio.com 

Ranaan Meyer Entertainment 
302-397-7571 
brent@ranaanmeyer.com 
www.ranaanmeyer.com 
 
Reynard Burns Publishing, 
Inc./DBA Free Flight Music 
631-357-0053 
info@stringssheetmusic.com 
www.stringssheetmusic.com 
  
Robertson & Sons 
Violin Shop, Inc. 
505-889-2999 
allison@robertsonviolins.com 
www.robertsonviolins.com 

Rolland String Research 
Associates 
480-969-9744 
peterrolland@cox.net 
www.paulrolland.net
www.peterrolland.com 
 
Rufino Violins, Long 
Island Violin Shop 
631-427-3569 
music@liviolinshop.com 
www.liviolinshop.com 
 
Sam Ash Music Corporation  
516-932-6400 ext. 104 
sam.ash@samashmusic.com 
www.samashmusic.com 

SHAR Music 
734-665-3978 
jenniel@sharmusic.com 
www.sharmusic.com 
  
Soundwaves Recording 
419-433-4918 
dan@soundwaves.org 
www.soundwaves.org 

Southwest Strings 
520-624-9390 
tjohnson@swstrings.com 
www.swstrings.com 

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

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

String Letter Publishing  
510-215-0010 
dal@stringletter.com 
www.stringletter.com 
  
Summerhays Music Center 
801-268-4446 
lpenrose@summerhaysmusic.com 
summerhaysmusic.com 

The Midwest Clinic  
630-861-6125 
info@midwestclinic.org 
www.midwestclinic.org 

The Potter Violin Company 
800-317-9452 
mailus@pottersviolins.com 
www.pottersviolins.com 
 
The String Centre: a div. of 
Woodwind and Brasswind  
888-323-5437 
heather.cousineau@wwbw.com 
www.thestringcentre.com 

The String House 
585-442-9272 
agspKanack@choiceonemail.com 
www.TheStringHouse.com 

Violin Outlet 
702-733-3028 
violinotlt@aol.com 
www.violinoutlet.com 

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

World Cultural Tours 
877-218-8687 
acrete@worldculturaltours.com 
www.worldculturaltours.com 

Worldstrides International 
Discovery 
800-522-2398 
deniser@
worldstridesdiscovery.org 
www.educationaltravel.com 

Wyatt Violin Shop 
816) 252-5656 
mail@wyattviolinshop.com 
www.wyattviolinshop.com 

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

Young Musicians Inc. 
817) 741-3838 
info@young-musicians.com 
www.young-musicians.com 

About
the	

String	Industry	
Council

In 1997, ASTA created the 
String Industry Council 
to foster collaborative 
partnerships between industry 
and association members. 
Since then, the Council has 
grown to include nearly 200 
organizations worldwide 
representing every facet of 
the strings industry. Support 
from Council members has 
played a vital role in the 
growth and development of 
the strings profession and has 
created dynamic and vibrant 
partnerships that support 
both industry and education. 
Council membership dues are 
based on an organization's 
annual sales and start at just 
$205 per year! For more 
information regarding Council 
membership, including pricing 
and benefits, visit astaweb.com.
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Membership Application
ASTA

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

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

Profession
Primary Secondary

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

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

Higher Education

K-12 levels

High School

Middle/Jr. High School

Elementary School

School (Multilevel)

Private Studio

Performer

Conductor

Retired

Music Administrator

String Enthusiast

Student

Instrument
Primary Secondary

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

	 

	 

	 

	 

	 

	 

	 

	 

	 

	 

	

Violin

Viola

Cello

Double Bass

Guitar

Harp

Brass

Piano

Percussion

Woodwind

Personal Information    New Member   Renewing Member

Name _________________________________________________________________

Address _______________________________________________________________

City, State, Zip, Country ___________________________________________________

  _____________________________________________________________________

Email _________________________________________________________________

Home Phone _________________________Work Phone  ________________________

Cell _______________________________Date of Birth ________________________

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

Job Title ____________________________Prof. Affiliation _______________________

Primary Musical Focus    Classical  Non-Classical

Membership Category Check only one. Dues paid annually. Rates current through June 30, 2016.

 Professional ....................................... $111  Senior (age 62 or over) ............$81

 Full-time Student*............................. $55 
*proof of full-time undergraduate student status required

 Dual** ........................................... $154 
**please complete second form for other Dual member

Please exclude me from:  Online Membership Directory  Mailing Labels

 ASTA Email Announcements  All Mailings

Preferred method of contact:   Email           Fax           Mail           None

Do you participate or use the ASTACAP program ?    Yes            No

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

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

 
Dues Installment Plan
o	Yes! Please enroll me in the Dues 

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

	Annually 	Quarterly
	Semi-Annually 	Monthly
 

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

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

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

 

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

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

Card No. ________________________

Exp. Date ________________________

Signature ________________________

2015-2016
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ASTA Student Chapters

Appalachian State University
President: Patrick Jones
 jonespj@appstate.edu                          
Advisor: Chung Park
 chung@chungpark.com     
 

University of Arizona
President: Miguel Campos III   
 miguelcampos3@email.arizona.edu                       
Advisor: Theodore Buchholz
 Buchholz@email.arizona.edu
                      

Augustana College
President: Mineo Yasutake
 mineoyasutake@gmail.com                                          
Advisor: Susan Stone
 susanstone@augustana.edu

Ball State University
President: Andrew McGuire
 asmcguire92@gmail.com                
Advisor: Karin Hendricks
 kshendricks@bsu.edu

Brigham Young University
President:Samantha Turner
 samantha.anderson11@gmail.com              
Advisor: Andrew Dabczynski
 adab@byu.edu

University of Colorado at Boulder
President: Cameron May
 clmay2294@comcast.net
Advisor: Margaret Berg
 margaret.berg@colorado.edu 

California State University San 
Bernardino

President: Janine Leslie
 janineleslie@yahoo.com        
Advisor: Lucy Lewis
 lucy.lewis@scusb.edu     

Concordia College 
President: Rebecca Plachy
 rplachy@cord.edu         
Advisor: Jane Linde Capistran
 capistra@cord.edu

Duquesne University 
President: Zachary Flaus
	 zflaus@gmail.com																		
Advisor: Stephen Benham
 benham@duq.edu    
                        

Eastern Kentucky University 
President:Tarah Remy
 tarah_remy@mymail.eku.edu      
Advisor: Jeremy Mulholland
 jeremy.mulholland@eku.edu

Eastern Michigan University 
President: Candace Chappell
 cchappe3@emich.edu      
Advisor: Kevin Miller
 kmiller@emich.edu               
                                             

Elmhurst College 
President: Marlyn Barrera
 barreram@net.elmhurst.edu    
Advisor: Joanne May
 mayj@elmhurst.edu        

Florida State University 
President: Edward Scully
 ees12b@my.fsu.edu  
Advisor: Katarzyna Bugaj
 kbugaj@fsu.edu        

Grand Valley State University 
President: Joe Harmsen
 jharmsen17@gmail.com                       
Advisor: Henry Duitman
 duitmanh@gvsu.edu          
                  

Hofstra University 
President: Kailyn Tropeano
 kailynt@verizon.net                                     
Advisor: Adam Glaser
 Adam.Glaser@hofstra.edu       
   

Illinois State University 
President: Kathryn Brown
 kvbrown@ilstu.edu    
Advisor: Katherine Lewis
 kjlewis@ilstu.edu           
         

University of Illinois at Urbana-
Champaign 

President: Evangelia Pagones
 pagones2@illinois.edu    
Advisor: Louis Bergonzi
 bergonzi@illinois.edu            
                                       

Indiana University 
President: Jessica MacLean
 jmaclea@indiana.edu
Advisor: Brenda Brenner
 bbrenner@indiana.edu 

Ithaca College 
President: Emma Brown
 ebrown5@ithaca.edu
Advisor: James Mick
 jmick@ithaca.edu 

James Madison University School 
of Music 

President: Joycelynn Jimenez
 jimenejj@dukes.jmu.edu 
Advisor: Robert McCashin
 mccashrd@jmu.edu

Kennesaw State University 
President: Kathryn Encisco
 krencisco@gmail.com       
Advisor: Charles Laux
 claux@kennesaw.edu

University of Kentucky 
President: Lubitza Braikova
 ldbrai2@uky.edu
Advisor: Benjamin Karp
 benjamin.karp@uky.edu

University of Louisville 
President: Marie Knueven
 meknue01@louisville.edu       
Advisor: Sidney King
 sidaking@gmail.com     

Mansfield University 
President: Alyssa Wroblewski
 wroblewskiaa01@mounties.  
	 mansfield.edu																																																
Advisor: Jeff Jacobsen
	 jeffrey.jacobsen@mansfield.edu	

Marquette Area Public Schools
Advisor: Janis Shier Peterson
 jspeterson@mapsnet.org
 

University of Memphis 
President: Natasia Boyko
 nboyko@memphis.edu                                  
Advisor: Marcin Arendt
 marendt@memphis.edu             

University of Michigan 
President: Heather Kendrick
 hgkend@umich.edu           
Advisor: Michael Hopkins
 mhopkins43@gmail.com                

Michigan State University 
President: Zachary Suttner
 suttnerz@msu.edu     
Advisor: Judy Palac
 palac@msu.edu 
       

Nazareth College 
President: Giovanni Magagnoli
 gmagagn1@naz.edu
Advisor: Nancy Strelau
 nstrela1@naz.edu 

University of North Carolina   
Gate City 

President: Caitlyn Garner
 cbgarner@uncg.edu             
Advisor: Scott Rawls
 swrawls@uncg.edu          

University of North Texas 
President: Emmanuel Coraza
 emmanuelperaltacoraza@my.unt.edu
Advisor: Rebecca Roesler
 rebecca.roesler@unt.edu     
            

University of Northern Colorado 
President: Mary Hesse
 hess2682@bears.unco.edu        
Advisor: Christopher Luther
 christopher.luther@unco.edu   
                    

Northern Kentucky University 
President: Betsy Williams
 elsiebooklover@gmail.com
Advisor: Amy Gillingham
 gillinghaa1@nku.edu 

The Ohio State University 
President: Emily DeVincent
 devincent.4@osu.edu         
Advisor: Robert Gillespie
 gillespie.5@osu.edu        
       

University of Oregon 
President: Georgia Muggli
 gmuggli@uoregon.edu                                 
Advisor: Frank Diaz
 fdiaz@uoregon.edu                      
              

Pacific University 
President: Anastasiya Gavrilovich
	 gavr4208@pacificu.edu																					
Advisor: Dijana Ihas
	 dihas@pacificu.edu																
       

Pennsylvania State University 
President: Madeline Hess
 mkh5243@psu.edu    
Advisor: Robert Gardner
 rdg13@psu.edu          

Rutgers University 
President: Brianna Tagliaferro
 bri.tagliaferro@gmail.com            
Advisor: Betsy Maliszewski
 betsy.maliszewski@gmail.com         
                                   

University of South Carolina 
President: Andrew Price
 andrewpricethebassist@gmail.com       
Advisor: William Terwilliger
 wterwilliger@mozart.sc.edu    
         

Stetson University 
President: Caitlin Brown
 cbrown1@stetson.edu                          
Advisor: Clara Knotts
 cknotts@stetson.edu         
                      

Temple University 
President: Emily Waldman
 emily.waldman@temple.edu  
Advisor: Jeffrey Solow
 solowcello@gmail.com 

University of Texas at El Paso/
Sun City 

President: Luis Antonio Lizcano-Lopez
 LALizcanolopez@miners.utep.edu           
Advisor: Stephanie Meyers
 smeyers@utep.edu 
            

University of Texas at San 
Antonio 

President: Cleo Miele
 cleomiele@gmail.com      
Advisor: Stephanie Westney
 stephanie.westney@utsa.edu 
        

Texas State University 
President: Josue Martinez
 jam360@txstate.edu              
Advisor: Ames Asbell
 viola@txstate.edu

Towson University 
President: Lacie Ritter
 lritte4@students.towson.edu            
Advisor: Jeffrey Howard
 JHoward@towson.edu

Virginia Commonwealth 
University

President: Emily Thomas
 thomasem3@vcu.edu             
Advisor: Sandy Goldie
 sgoldie@vcu.edu          

West Chester University 
President: Amanda Bewley
 ab765714@wcupa.edu                     
Advisor: Ovidiu Marinescu
 omarinescu@wcupa.edu    
    

Western Kentucky University 
President: Landon Case
 landon.case767@topper.wku.edu         
Advisor: Ching-Yi Lin
 ching-yi.lin@wku.edu       

Westminster College 
President: Madisen Fischer
	 fiscml22@wclive.westminster.edu				
Advisor: Melinda Crawford Perttu
 perttumh@westminster.edu   
              

Wichita State University 
President: Hannah Gabel
 hgabel16@wichita.edu            
Advisor: Selim Giray
 selim.giray@wichita.edu    

University of Wisconsin-
Whitewater 

President: Irene Blazek
 blazekIA07@uww.edu    
Advisor: Susan Chandler
 chandles@uww.edu    

Please note that all college/university chapters must submit renewal applications by November 1 every year to remain active for the 
following academic year. Required forms may be found under “Student Chapters” at www.astaweb.com.
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State Presidents
Alabama
Caroline  Nordlund, (803) 665-5079, 
cnordlund129@gmail.com, Pelham, AL

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

Arizona
Theodore  Buchholz,  DMA, (520) 307-5390, 
theodorebuchholz@hotmail.com, Tucson, AZ

California
Thomas Tatton, (209) 470-9369, ttatton43@
gmail.com, Morro Bay, CA

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

Connecticut
Nola Campbell,  PhD, (860) 652-7200, 
nolaviola@hotmail.com, Granby, CT

Florida
Brian T. Powell, (305) 284-6227, 
basspowell@hotmail.com, Miami, FL

Georgia
Jennifer  Floyd, (678) 639-3456, jennifer.
floyd@cobbk12.org, Atlanta, GA

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

Iowa
Michelle Mentz, (563) 845-9809, mhmentz@
me.com, Dubuque, IA

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

Illinois
Jason S. Heath, (847) 932-2103, 
doublebassblog@mac.com, Chicago, IL

Kansas
Eric  Crawford, (316) 973-7280, 
ecrawford@usd259.net, Wichita, KS

Kentucky
Christina  Givan, (502) 377-3778, christina.
givan@jefferson.kyschools.us, Louisville, KY

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

Massachusetts
Deanna  Leedy, (617) 519-0542, 
Deanna.Leedy@gmail.com, Medford, MA

Maryland
Matthew Tifford, (301) 770-4377, 
mtifford@me.com, North Bethesda, MD

Maine
Andria Bacon, (207) 356-2975, 
mrsbacon9@gmail.com, Bangor, ME

Michigan
Timothy  Staudacher, (231) 286-5427, 
staudachert@gmail.com, Muskegon, MI

Minnesota
Elizabeth M. Ericksen, (651) 766-7408, 
adericksen@comcast.net, North Oaks, MN

Missouri
Ann E. Geiler, (314) 691-7648, celloanng@
centurytel.net, Dardenne Prairie, MO

Montana
Kimberly  Lorengo, (406) 563-5269, 
klorengo@anacondaschools.org, Anaconda, MT

North Carolina
Rebecca  MacLeod, (336) 256-0167, 
rbmacleo@uncg.edu, Greensboro, NC

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

Nebraska
Nissa De La Torre, (402) 440-1473, asta@
stringstudio.com, Lincoln, NE

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

New Jersey
Mary Maliszewski, (973) 669-5397, betsy.
maliszewski@gmail.com, Chatham, NJ

New Mexico
Suzanne Shelton, (505) 255-8691 x422, 
shelton_s@aps.edu, Albuquerque, NM

Nevada
Kenneth D. Baker, (775) 746-5810, 
bigredviola@yahoo.com, Reno, NV

New York
Edie R. Shillitoe, (315) 637-0310, eshilli1@
twcny.rr.com, Fayetteville, NY

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

Oklahoma
Peter  Markes, (405) 726-7216, peter.markes@
edmondschools.net, Oklahoma City, OK

Oregon
Jennifer  Arnold, (216) 965-3362, 
Vlaprincess99@aol.com, Portland, OR

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

South Carolina
Stacy M. Wiley, (864) 814-8834, 
stacymwiley@gmail.com, Inman, SC

South Dakota
Marian E. Casey, (952) 240-2328 cell, 
Marian@LyricWood.org, Sioux Falls, SD

Tennessee
Emily Hanna Crane,  D. M., (931) 221-6262, 
emilykmhanna@yahoo.com, Clarksville, TN

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

Utah
Eric  Hansen, (801) 422-4135, bass@
byu.edu, Provo, UT

Virginia
Donovan Stokes, (540) 665-5478, donovan@
donovanstokes.com, Winchester, VA

Washington
Brian B. Steves, (425) 356-5400, stevesbp@
mukilteo.wednet.edu, Mukilteo, WA

Wisconsin
Laura  Burns, (608) 719-9906, lauracburns@
me.com, Oregon, WI

West Virginia
Justin Jones, (304) 639-1680, jkjones1187@
gmail.com, Moundsville, WV

Wyoming
Ronald M. Ryan, (307) 721-4430, ronryan.
bass@gmail.com, Laramie, WY

Volunteer Leadership Directory
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Advocacy Committee
Bob Phillips, Chair, MI
	 phillipsfiddlers@aol.com
Associate	Liaison:		Mary	Jane	Dye

ASTACAP Committee
Kelley	Johnson,	WA,	Chair
	 kmjviolin@gmail.com
Mira	Frisch,	NC
Hillary	Herndon,	TN
Volkan	Orhan,	IA
Elizabeth	Blakeslee,	VA
Renata	Bratt,	CA
Lya	Stern,	MD/DC
Jody	Harmon,	MA
Gregg	Goodhart,	CA
Jeffrey	Howard,	MD
Board	Liaison:	Stephen	Benham,	PA
Associate	Liaison:	Libby	Dietrich

Collegiate Committee
Martin	Norgaard,	Chair,	GA
Charlene	Dell,	Vice	Chair,	OK
	 cdell@ou.edu	
Karin	Hendricks,	IN	
Rebecca	Roesler,	TX	
Board	Liaison:	Judy	Palac,	MI
Associate	Liaison:		Deb	Bissen

Curriculum and Pedagogy 
Committee
Judy	Palac,	MI
Sarah	Black,	GA
Martin	Norgaard,	GA
Sharan	Leventhal,	MA
Renata	Bratt,	CA
Rebecca	MacLeod,	NC
David	Sogin,	KY
Board	Liaison:	Judy	Palac,	MI	
Associate	Liaison:	Mary	Jane	Dye	

Eclectic Strings Committee 
with Roundtable
Renata	Bratt,	Chair,	CA
Beth	Fortune,	WA
Edgar	Gabriel,	IL
Duane	Padilla,	HI
Sheronna	McMahon,	TX
Board	Liaison:	Bob	Phillips,	MI
Associate	Liaison:	Libby	Dietrich

Executive Committee
Stephen	Benham,	President,	PA	
Bob Phillips, MI
Brenda	Brenner,	IN	
Associate	Liaison:	Monika	Schulz

K–12 Committee
Sarah	Black,	Chair,	GA
	 sarah_black@gwinnett.k12.ga.us	
Joe	Gutowski,	MO
Soo	Han,	IN
Melissa	Schoonover,	IL
Board	Liaison:	Judy	Palac,	MI	
Staff	Liaison:	Deb	Bissen

Membership Committee
Julie	Ellis,	Chair,	OH
	 jellis@worthington.k12.oh.us	
Ann	Geiler,	MO
Maura	Brown,	IL
Heather	Lofdahl,	NC
Ryan	Silvestri,	SC
Board	Liaison:	David	Wallace,	MA
Associate	Liaison:	Beth	Knight

National Conference 
Committee
Mary	Wagner,	VA,	Chair,	mscello@cox.net
Sarah	Black,	GA
Sharan	Leventhal,	MA
Martin	Norgaard,	GA
Renata	Bratt,	CA
Colleen	Tan,	IN
Board	Liaison:	Stephen	Benham,	PA
Associate	Liaison:	Deanna	Tompkins

National Orchestra Festival 
Committee
Kirk	Moss,	Chair,	MN
	 kdmoss@unwsp.edu	
Board	Liaison:	Stephen	Benham,	PA
Associate	Liaison:	Libby	Dietrich	

National Solo Competition 
Committee
Jeffrey	Solow,	Chair,	PA
	 solowcello@gmail.com	
Board	Liaison:	Brenda	Brenner,	IN
Associate	Liaison:	Libby	Dietrich	

Nominations Committee
Bob Phillips, Chair, MI, 
	 phillipsfiddlers@aol.com	

Publications Editorial 
Committee
Judy	Palac,	MI,	Chair,	palac@msu.edu	
Josh	Russell,	Vice-Chair,	CT
Elaine	Colprit,	OH
Lynne	Denig,	VA	
John	Fetter,	NY
Robert	Gardner,	PA	
Beth	Gilbert,	AZ
Associate	Liaison:	Mary	Jane	Dye	

Research Committee
Rebecca	MacLeod,	Chair,	NC
	 rbmacleo@uncg.edu	
Michael	Alexander,	TX
Elaine	Colprit,	OH
John	Geringer,	FL
Don	Hamann,	AZ
Board	Liaison:	Kristen	Pellegrino,	TX
Associate	Liaison:	Mary	Jane	Dye	

State Leadership Committee
Colleen	Tan,	Chair,	IN
Board	Liaison:	Brenda	Brenner,	MI
Associate	Liaison:	Amanda	Bernhardt

String Industry Council 
Committee
Chris	Rohrecker,	NY,	Chair
	 chrisr@connollymusic.com	
Associate	Liaison:	Beth	Knight

String Research Editorial 
Board
David	Sogin,	Co-editor,	KY
	 sogin@uky.edu	
John	Geringer,	Co-editor,	FL
	 jgeringer@fsu.edu	
Rebecca	MacLeod,	NC
Margaret	Berg,	CO
Margaret	Schmidt,	AZ
Laurie	Scott,	TX
Gail	Barnes,	SC
Joshua	Russell,	CT
Brett	Smith,	WA
Board	Liaison:	Judy	Palac,	MI	
Associate	Liaison:	Mary	Jane	Dye	

Student Committee
Adriana	Ransom,	Chair,	IL	
	 aransom@ilstu.edu
Board	Liaison:	Margaret	Berg,	CO	
Associate	Liaison:	Gina	Armstrong

Studio Teacher Committee
Sharan	Leventhal,	Chair,	MA
	 sharanleventhal@gmail.com	
Jody	Harmon,	MA
Anna	Cromwell,	IL
Mimi	Butler,	NJ
Board	Liaison:	Lynne	Denig,	VA
Associate	Liaison:	Beth	Knight	
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Bob	Phillips		—		2012-2014
Kirk	Moss		—	2010-2012
Jeffrey	Solow	—	2008-2010
Mary	Wagner	—	2006-2008

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

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

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

Kendor Music, Inc. announces the release of 
the Volume 35 Jazz Ensemble and String 
Orchestra music. Volume 35 String Orchestra 
music features 18 new pieces at the grade one 
to four levels, many of which are available on 
SmartMusic. Free full-length recordings, 
sample full scores, and descriptions can be 
accessed at kendormusic.com.

 The Volume 35 Jazz Ensemble music features 16 new charts 
from Kendor Music and 16 new charts from Doug Beach Music. 
Free full-length recordings, sample full scores, and descriptions as 
well as SoloMate recordings are all available from kendormusic.
com. SoloMate is an innovative accompaniment tool that allows 
the soloist in a jazz ensemble to download and practice their 
solo with a professional rhythm section. Designed to encourage 
individual improvisation and strengthen a group’s overall 
performance, free SoloMate recordings are available now for all 
Kendor and Doug Beach jazz ensemble releases since 2010.
 Founded in 1954, Kendor Music was the first publisher 
of student level jazz ensemble charts. Today Kendor is 
internationally recognized not only for its extensive jazz catalog, 
but also for critically-acclaimed publications for string orchestra 
and instrumental solos/ensembles. Several bestselling books 
on jazz improvisation, composing/arranging, and instrumental 
performance also bear the Kendor name.

The New Red Label is the New 
Standard in Nylon Core 
Strings

For more than 80 years, Super-Sensitive has 
been the starting point parents, students, 
and teachers trust the most. Now, they are 
proud to announce the next step in your 
playing with Red Label Pearl. It’s “new” 
Pearl—a nylon core string designed for 
students whose technique and skills have 

advanced beyond steel core Red Label.
 Pearl’s nylon core is made up of multiple independent 
strands of fiber. The result is a core that is warm and performs 
broad and full. Additionally, its nylon core is anchored with 
copper eyelets to increase the dynamics of the tone.
 The composition of Pearl’s wound strings are silver for the D 
and G strings and aluminum for the A string. This contemporary 
collection of windings creates an audibly balanced set. Its tone is warm 
and smooth while the projection is balanced and clear. Additionally, 
its presence is natural and pleasant. Put on a set today and play to 
your potential. For more information, go to Supersensitive.com.

Students Eat Up Arizona Music 
Teacher’s Compositions - Fun 
new tunes expand string 
orchestra repertoire for 
young players

Longtime Mesa Public Schools 
teacher Karen Koger tried something 
different last year to engage her young 
orchestra players: Jalapeño Poppers 
and Spicy Tacos! Koger didn’t serve 

up the tasty snacks, instead she dished up original, fun-to-play 
musical compositions with sound effects and titles that kids enjoy. 
Now, they’re available for teachers and students everywhere.
 Koger has composed many pieces with titles like: Hedgehog 
Hustle, Enchi-chilada, Donkey-Go-Round, Waddle You Do? and 
Slippery Socks—all published in the String Riffs series. Affordably 
-priced collections include three progressive volumes plus the 
latest additions: a Holiday Volume of 10-themed compositions, 
and Celebration Performance Sets offering three concert-ready 
pieces for the price of one.
 The solid skill-building repertoire of String Riffs—written 
for violin, viola, cello, and double bass —takes each young player 
from entry-level beginner to level four-string orchestra. Students 
enjoy flexible-format pieces like Spicy Tacos! (intermediate 
skill range) and Jalapeño Poppers (advanced level) because the 
works can be played separately as stand-alone compositions, or 
simultaneously by musicians of different proficiencies for full 
ensemble practice. Another swashbuckling hit is The Pirate’s 
Awakening, which can be played with The Pirate’s Lair.
 String Riffs tunes are available in volumes one, two and three, 
a new holiday volume, and three-piece Celebration Performance 
Sets through HickmanMusicEditions.com, JWPepper.com, and 
other international distributors. Additional volumes and pieces 
are regularly added to the catalog.
 Sign up for free pieces, obtain sample music in PDF, audio or 
video form, contact composer Karen Koger and learn more about 
String Riffs Hootenanny music parties at StringRiffs.com.

D’Addario Announces 
Partnership with Cole Clark 
Guitars
D'Addario, the world’s largest maker of instrument strings, has 
announced a partnership with Cole Clark Guitars of Melbourne, 
Australia that will see the prominent instrument manufacturer 
exclusively use D'Addario's new EXP with NY Steel strings on 
their acoustic guitars.
 Introduced earlier this year, D'Addario’s EXP with NY Steel 
strings have been engineered for unprecedented strength and pitch 
stability. They have been designed to deliver the ultimate in tone, 
strength, and longevity. For more information, go to the company 
website at daddario.com. 
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The Mika Hasler Competition
The Mika Hasler Competition was established by 
Mika Hasler, student of the legendary Josef Gingold 
and past concert mistress of the Houston Grand 
Opera for seven years under the conductor John 
Demain and member of the Cosmopolitan Trio.
 Additionally, Uri Pianka, former concert 
master of the Israel Philharmonic Orchestra and the 
Houston Symphony Orchestra is the chairman of 

the advisory board.
 The competition was created for the purpose of encouraging 
talented, aspiring musicians up to the age of 23. Young artists 
may compete by filling out an application from the website www.
mikahaslercompetition.org and sending it in with a recorded CD 
or DVD by December 15.
 A panel of judges picks 10 finalists to be heard on stage for 
the competition in February of the following year. The finalists 
will play on February 7, 2016.
 The first- and second-place winners are picked from the 
10 finalists and receive monetary prizes of $5,000 and $1,000 
respectively. The two winners are featured and promoted in a 
recital in March every year. The winners will play on March 6, 
2016 at the Duncan Recital Hall at the Shepherd School of Music 
at Rice University, Houston.

 

The New, Game-Changing 
String from Thomastik-
Infeld—Alphayue
Thomastik-Infeld is proud to introduce Alphayue— the first string 
in a student’s journey.  Their advanced synthetic core delivers a 
rich, colorful sound—impossible to achieve with solid steel core 
strings. They improve the sound of even the most basic of student 
instruments, thus the sound of a whole orchestra as well!
  They are made in Vienna to Thomastik-Infeld standards and 
available for an unbeatable price. A luthier describes the strings as: 
“a game-changer.” An NASMD retailer and shop manager says: 
“These strings will help me elevate the sound of my local strings 
community.”
  Alphayue—the entry level student string—joins its more 
advanced Thomastik-Infeld family members including Dominant, 
Vision, Spirit and Peter Infeld strings. Dominant remains the 
market leader for more than 40 years, while Peter Infeld strings 
are critically acclaimed among more distinguished players.
Available for 4/4 violin. Fractional sizes coming in 2016. List 
Price: $37.99, MAP: $19.99
 Connolly Music Company is the United States source, and 
guiding force, behind Thomastik-Infeld, an innovative leader in 
string technology noted for string brands such as Dominant, Peter 
Infeld, Vision, Spirocore and others. www.connollymusic.com
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Notes
Stulberg International String 
Competition Medalists
A 17-year old violinist was awarded the Gold Medal at the 40th 
Annual Stulberg International String Competition. Yaegy Park 
won her first competition at age four as a Houston Young Artist. 
At age nine, she performed with Christopher O’Riley on NPR’s 
“From the Top” where she was selected for the Jack Kent Cooke 
Young Artist Award. Currently, she attends Juilliard Precollege 
studying with Catherine Cho.
 Silver medalist was cellist Oliver Herbert, 17, from San 
Francisco. In summer 2014, Herbert was principal cellist with the 
National Youth Orchestra, and he has served as principal cellist 
for the San Francisco Youth Symphony and the Colburn Virtuosi 
Chamber Orchestra.  He attends the Colburn School where he 
studies with Clive Greensmith.
 Violist Hae Sue Lee, 15, was awarded the Bronze Medal. In 
her finals performance, she chose the second movement of the 
Walton Concerto for the viola.  In 2010, Lee relocated to Seoul, 
South Korea to continue her studies with SoonWha Oh at the 
Korea National University of the Arts. Currently, she is a student of 
Roberto Diaz and HsinYun Huang at the Curtis Institute of Music. 
 Albert Seo from British Columbia, a 16-year-old cellist, won 
the Bach Award for his performance of Suite No. 3 in C Major. 
He is a student at the Vancouver Academy of Music.
 The Stulberg International String Competition, which was 
named after the late Western Michigan University violin professor 
and Kalamazoo Junior Symphony Orchestra conductor, celebrat-
ed its 40th anniversary this year. Its history includes a renowned 
list of medal winners. The Stulberg continues its envisioned mis-
sion: to promote excellence in string instrument performance by 
gifted young artists under the age of 20.  

Grammy Award Winner Kevin 
“K.O.” Olusola of Pentatonix 
Joins Yamaha Artist Roster

Yamaha announced that Kevin “K.O.” 
Olusola, cellist and beat-boxer for the 
Grammy Award-winning vocal quintet 
Pentatonix, has joined the Yamaha Artist 
roster. He is currently playing an SVC-
110SK Silent Cello on tour with the group.
 Olusola is a multi-instrumentalist who 
learned piano, cello, and saxophone while 

growing up in Owensboro, Kentucky. He performed at Carnegie 
Hall twice as soloist on the cello and saxophone and has appeared 
on NPR’s “From The Top.” Olusola enrolled in Yale University 
where he was pre-med and majored in East Asian Studies. He spent 
18 months in Beijing becoming fluent in Chinese as a part of his 
Yale fellowship. He later went on to win second place in the “Cel-
ebrate and Collaborate with Yo-Yo Ma” international competition. 
Ma called Olusola’s celloboxing version of “Dona Nobis Pacem” 
both inventive and unexpected. Along with his presenter spot with 
Pentatonix at the 57th Annual Grammy Awards, Olusola was a 
featured cellist in Pharrell's performance of “Happy.”
 “I have played Yamaha instruments since I was young, 

specifically their alto saxophones, and I have always appreciated 
their top-notch quality when it comes to making instruments," 
said Olusola. "Now that I have their amazing Silent Cello, I look 
forward to taking it on the road."
 For more information, please visit http://4wrd.it/yamahaartists.

Conn-Selmer Welcomes    
Jeffrey Miller
Conn-Selmer, Inc., announces the addition of Jeffrey Miller to 
the company. He is the new vice president of operations and will 
report to John Stoner, chief executive officer and president.
 In this role, Miller will be responsible for overseeing and 
managing the global manufacturing, distribution, procurement/
supply chain, and customer service teams to define and implement 
strategic and tactical elements to enhance our overall operations.
 “I am extremely pleased to be adding Jeff Miller to the 
Conn-Selmer executive team. His strong background in opera-
tions and his experience in leading teams through transformations 
make him an ideal person to lead the Conn-Selmer operations 
team into the future,” said Stoner.
 Conn-Selmer is the leading manufacturer and distributor of 
musical instruments for student, amateur, and professional use 
under the brand portfolio of Vincent Bach, C.G. Conn, King, 
Holton, Selmer, Armstrong, Leblanc, Ludwig, Musser, Prelude, 
Glaesel, Soloist, William Lewis & Son, Scherl & Roth. With a 
focus on quality craftsmanship, innovation and superior musical 
performance, Conn-Selmer operates U.S.A. production facilities.
 Through its educational program, Conn-Selmer is the in-
dustry leader in providing support and advocacy tools tailored to 
music education.
 For more information on the complete line of instruments, 
services and support available, contact Conn-Selmer at www. 
conn-selmer.com.

New Proposed Rules for Ivory 
Sales
President Obama has announced a new round of draft rules to 
implement a near-total ivory sales ban in response to the global 
poaching and trafficking threat to African elephants. The pro-
posed rules have just been released for public review and include 
some important accommodations to concerns expressed by the 
music community since plans for the ban were first announced 
last year. In announcing the proposed rules, which would reverse 
a current travel restriction and provide certain opportunities for 
ongoing domestic commerce in musical instruments, the U.S. 
Fish and Wildlife Service stated that it “consulted extensively with 
groups that may be impacted by new trade controls for ivory, 
including professional musicians” and said that the proposal “rec-
ognizes that legal trade in these items does not contribute to the 
current poaching crisis.” ASTA thanks our friends at the League 
of American Orchestras for their advocacy work on behalf of the 
musical community on this issue, and will continue to monitor 
action on the issue as it affects ASTA members.

ASTA’s twitter feed is our most immediate communications vehicle on 
advocacy issues affecting our industry. Follow us @astaweb.
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Students Wanted for Master Classes
Are you a student looking to participate in a master class, or 
a teacher with a student who would be perfect as a performer 
in a master class at the conference? Students may upload a 
recording of their playing directly to ASTA for review by 
a listening committee. Visit the ASTA website conference 
section for technical requirements and the link to upload your 
audition recording.

As you’ve come to expect from past annual conferences, our 2016 
meeting again includes more than 200 interactive educational sessions, 
covering a wide variety of topics. Some of the offerings for 2016 include advocacy and program development; assessment; ASTACAP; 
body awareness/injury prevention; chamber music; classroom rehearsal techniques/best practices; composition theory; individual lessons; 
instrument specific techniques; intonation; master classes; performance/concert considerations; practice techniques; philosophy/pedagogy; 
recruitment/retention/motivation; teaching creativity-improvisation and composing, teaching plans; teacher preparation; technology; and 
reading sessions. Check www.astaweb.com in the 2016 conference section to see the full list of sessions, descriptions, and presenters.  

Master Classes
Pre-College	Level	Classes

Violin:	Mimi Zweig, Indiana University
Viola:	Victoria Chiang,Peabody Conservatory of Music
Cello:	TBA
Bass:	Brian Powell, University of Miami

Collegiate	Level	Classes
Violin:	Charles Castleman, University of Miami 
Viola: Helen Callus, University of California, Santa Barbara
Cello:	Paul Katz, New England Conservatory
Bass:	Lawrence Hurst, Indiana University

Multi-Level	Master	Class
Guitar:	Bruce Holzman, Florida State University
Harp:	Gretchen Van Hoesen, Pittsburgh Symphony Orchestra
Chamber	Music:	TBA
Eclectic	Styles: Jeremy Kittel, performer

We can’t wait to have you join us in warm and sunny Florida 
for the 2016 ASTA National Conference, March 2-5, at the 
Tampa Convention Center in Tampa Bay, Florida! You’ll 
love the easy to navigate layout of the compact convention 
center, in this exciting downtown location! The host hotel, 
the beautiful Tampa Marriott Waterside Hotel & Marina, 
is a quick five-minute stroll down the Riverwalk from the 
convention center. Come early or stay after the conference to 
soak up the Florida sun! 
 ASTA’s annual conference is a great place to reunite 
with old friends and make new connections. The learning 
opportunities are boundless. Not only will you learn from 
accomplished string professionals and performers during 
the many educational sessions, but you’ll also network with 
educators at every career level. Whether attending a session, 
talking with colleagues, listening to one of the many awe-
inspiring performances, or visiting with vendors in the strings-
only exhibit hall, you will surely leave Tampa Bay feeling 
energized, inspired, and . . . maybe a little tan!

2016 Opening 
Ceremony 
Keynote Speaker:

Scott Lang
"What’s Right with 
Music Education"

Thursday 8 a.m.

For more than a decade, Scott Lang has been educating and 
entertaining audiences of all ages. As a nationally known 
leadership trainer, he annually conducts more than 120 
workshops and works with many of our country’s best 
educational groups, including ASTA, for our new recruitment 
effort, Be Part of the Orchestra. Lang is a well-known author 
with over 10 publications to his credit including; Seriously?!, 
Leader of the Band, Leadership Success, Leadership Travel Guide, 
Leadership Survival Guide and the highly successful Be Part of 
the Band series, which now includes Be Part of the Orchestra 
with ASTA and other partners.

2016 ASTA National Conference
M a r c h  2 - 5 ,  2 0 1 6  •  Ta m p a  B a y,  F L

Educational Sessions
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Conference-at-a-Glance
Conference registration begins Wednesday at 10 a.m., and continues Thursday, 
Friday, and Saturday from 7:30 a.m. to 3:30 p.m. each day, making it convenient to 
register for the entire conference, or just one day.

Wednesday, March 2
 10:00 a.m. - 7:00 p.m. .............................................................Registration Open
	 	 	 Sponsored	by	D’Addario
 12:00 p.m. - 5:00 p.m. .................................................. Mini-learning Academies
 5:30 p.m. - 6:00 p.m. ........................... First-time Attendee Welcome Reception
 6:00 p.m. - 6:45 p.m. .............................................. Town Hall/Annual Meeting
 6:45 p.m. - 7:30 p.m. ....................................................................Dessert Social
 8:00 p.m. - 9:30 p.m. ....................................... Florida State University Concert

Thursday, March 3
 7:30 a.m. - 3:30 p.m. ............................................................Registration Open
	 	 	 Sponsored	by	D’Addario
 8:00 a.m. - 9:30 a.m. .......................................................... Opening Ceremony 
 10:00 a.m. - 6:00 p.m. ....................................National Orchestra Festival events
 9:45 a.m. - 5:00 p.m. ........................................................ Educational Sessions
 5:00 p.m. - 7:00 p.m. ...............Grand Opening of Exhibit Hall with Reception 
 5:00 p.m. - 7:00 p.m. .......................................................Silent Auction Opens
 8:00 p.m. - 10:00 p.m. ................................... National Solo Competition Final

Friday, March 4
 7:00 a.m. - 8:00 a.m. ..................................................................Sunrise Sessions 
 7:30 a.m. - 3:30 p.m. .............................................................Registration Open 
	 	 	 Sponsored	by	D’Addario																																																										
 8:15 a.m - 5:15 a.m. .......................................................... Educational Sessions
 8:00 a.m. - 6:00 p.m. .................................... National Orchestra Festival Events
 10:00 a.m. - 6:30 p.m. .............................. Exhibit Hall and Silent Auction Open 
 11:30 a.m. - 12:30 p.m. ...........................................Coffee Break with Exhibitors 
  5:45 p.m. .............. Silent Auction Closes/Winning Bids Announced
 5:30 p.m. - 6:30 p.m. ...................................Attendee Reception in Exhibit Hall
 8:00 p.m  - 10:00 p.m. ..................................................... Jeremy Kittel Concert
 10:00 p.m. - 11:00 p.m. ..................................................................... Jam Session

Saturday, March 5
 7:00 a.m. - 8:00 a.m. ..................................................................Sunrise Sessions 
 7:30 a.m. - 3:30 p.m. .............................................................Registration Open 
   Sponsored	by	D’Addario
 8:00 a.m. - 5:00 p.m. ......................................................... Educational Sessions
 10:00 a.m. - 2:45 p.m. ............................................................ Exhibit Hall Open
 10:00 a.m. - 12:00 p.m. ............................................Best Practice Poster Sessions
 10:30 a.m. - 11:30 a.m. ............................................Coffee Break with Exhibitors
 1:45 p.m. - 2:45 p.m. .....................................Dessert Reception in Exhibit Hall
 4:00 p.m. - 5:30 p.m. .............. National Orchestra Festival Winner’s Recital and 
   conference closes

Best Practice    
Poster Session

Saturday, there will be a showcase of 
best practice posters displayed in the 
Exhibit Hall from 10 a.m. to noon. 
Poster authors will be available to 
exchange ideas and findings with 
attendees. Don’t miss this chance to 
see and learn what your colleagues 
have uncovered.

Volunteer to be a 
Session Presider?

Do you need some extra visibility 
at our national conference for your 
school administrator? Volunteer 
to preside at a few sessions this 
March. As a presider, you may be 
asked to introduce a session or the 
presenter, sign attendees’ professional 
development forms, and complete 
a short session evaluation. If you 
sign up by January 3, 2016, you will 
be listed in the official conference 
program book. For additional 
information or to sign up for specific 
sessions, email deanna@astaweb.com

Juried Research 
Poster Session

Research conducted by leading 
pedagogues will be on display with 
authors available to discuss their 
research and answer questions. It’s 
not too late to submit a proposal 
for a Juried Research Poster Session. 
Online proposal submissions, 
available on our website, are due 
October 15, 2015.



82 | American String Teacher | August 201582 | American String Teacher | August 2015

ASTACAP
ASTA’s Certificate of Advancement program is growing by 
leaps and bounds. We are now looking for certified ASTACAP 
adjudicators! Attend this special pre-conference session designed 
to prepare state officials to train their own judges with an 
overview of the General Training Course, and continued 
certification for ASTA members working toward becoming a 
Nationally Certified Adjudicator in ASTACAP Exams Class 
B (Levels 3-5) and Class C (6-7). Come join the ranks of 
certified ASTACAP adjudicators and see what everyone is so 
excited about. Some training will be required prior to the pre-
con. (Contact astacapat@astaweb.com to apply for the training 
courses.) Please see article on page 22.

Presenter: ASTACAP Committee, Kelley Johnson, chair

2020 Vision: Strengthening String Teaching, 
Mentorship, Opportunities, and Culture 
The National String Project Consortium (NSPC) is a coalition 
of String Project sites across the nation dedicated to cultivating 
new generations of highly-qualified string educators and 
ensuring a vibrant, secure culture of string-music education 
opportunities for youth and adults. Whether you are actively 
engaged in a String Project, interested in starting one, or simply 
want to learn to be a better string educator and advocate, 
you’re invited to attend! This interactive session centers on the 
NSPC’s new strategic plan, 2020 Vision, and will feature topics 
relevant to all string educators such as teacher effectiveness and 
preparation, advocacy, program sustainability, administrative 
tools, and more. While this session will be centered on best 

practices in String Projects, it is relevant and open to all 
educators, administrators, college students, and enthusiasts that 
would like to be motivated, guided, and trained to better ensure 
a dynamic landscape of string-music education in our nation. 

Moderator:  Amy Gillingham, Northern Kentucky University

An Integrated Approach to String Teaching
A group of affiliated teachers from Indiana University 
Jacobs School of Music, Peabody Institute of Johns Hopkins 
University, Northwest Strings at Northwestern University, the 
String Academy of Wyoming, the University of Wyoming, the 
String Academy of Wisconsin at the University of Wisconsin-
Milwaukee, and Maryland Talent Education will present an 
effective, eclectic and evolving approach to string teaching. 
Drawing from an approach developed by Mimi Zweig, which 
incorporates the pedagogy of Shinichi Suzuki, Paul Rolland, 
Tadeusz Wronski, Ivan Galamian and others, presenters will 
address various topics including developing a personal teaching 
philosophy; providing a healthy beginning; introducing music 
reading, shifting and vibrato; supplementing the Suzuki 
repertoire; developing musicianship through integration of 
technical and musical skills, providing ensemble and solo 
performance opportunities; and incorporating the approach into 
a group setting such as the public school string class.

Presenters: Sherry Sinift; Mimi Zweig; Rebecca Henry; James 
Przygocki; Stacia Spencer; Darcy Drexler; Phyllis Freeman

Sponsored by: William Harris Lee

Wednesday Events: Mini Learning Academies—12:00 - 5:00 p.m.

Tuesday Mini Learning Academy:

MusicScores! Pre-K Literacy/Violin Program 
Join us for MusicScores!—an innovative pre-K violin program operating within Head Start centers in Collier County, Florida. This 
program’s philosophy, curriculum and lesson structure will be shared, and participants will visit pre-K Head Start violin classes, meeting 
the teachers and support groups that have helped establish the program. Learn how MusicScores! is helping close the school readiness 
gap between children from low income and affluent communities. The program has been in existence in one site for eight years and 
recently expanded to several other Collier County Head Start centers. In the 2015-16 school year, more than 400 Head Start children 
will receive violin instruction. 

** Attendees of the MusicScore! session are advised to fly into Fort Meyers, Florida (RSW) on Tuesday, March 1 and make your return 
flight from Tampa Airport. Transportation will not be provided back to Fort Myers after the conference. You will be bused from Fort Myers 
to Tampa on Wednesday afternoon. Sign-up	for	this	session	no	later	than	January	5. There is limited space available.

Tuesday, March 1
Daytime

Tuesday, March 1
Evening Session

Weds., March 2 
Morning

Weds., March 2 
Afternoon

Participants	fly	into	Fort	
Myers,	Florida	(RSW	
Airport)	
Lodging will be near Florida 
Gulf Coast University.
Approximate cost $80 
(University rate)

Overview	of	MusicScores!	
Philosophy; curriculum; 
lesson structure; Collier 
County Public School 
administrators, pre-k 
classroom teachers, and 
violin instructors will 
provide benefits and data on 
program. Hosted by Florida 
Gulf Coast University

Visit	to	Collier	County	
public	school	Head	Start	
centers

Participants will visit two 
Head Start centers to view 
pre-k violin classes in session.

Lunch with Q&A time

Participants	will	be	
bused	to	Tampa	for	ASTA	
Conference.
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8	p.m.	Live	Finals	of	the	National	Solo	Competition
Returning to the stage at the national conference is the final round of the National Solo Competition. Join us as up to six Laure-
ate Finalists perform their free choice of the required repertoire for the esteemed adjudicators, competing for the Grand Prize and 
Audience Favorite award. Audience votes will decide who wins the audience favorite prize! Don't miss this talent-filled evening!

8	p.m.	Jeremy	Kittel	Concert
Jeremy Kittel and his acoustic group will perform a magnificent concert that you won’t forget!  Kittel has earned a reputation as one 
of the most exceptional violinists and fiddlers of his generation. With tremendous musicality; a rare mastery of styles as diverse as 
jazz, Scottish and Irish fiddle, bluegrass, classical music, and more; a unique compositional voice, and an “exhilarating stage presence” 
(Strings Magazine), Kittel inspires listeners and fans worldwide through his solo work and collaborations. (jeremykittel.com)

4	p.m.	National	Orchestra	Festival	Grand	Prize	Winners’	Concert
Top off three days of educational sessions with a fantastic concert featuring the best of the best! This National Orchestra Festival 
(NOF) event features both the Grand Prize winner of the Public School and the winner of the Private School/Youth Orchestra 
division for the closing, grand finale, conference concert. Let’s unite as teachers, professionals, and parents to acknowledge hard 
work and talent by attending this concert performed by some of our country’s best youth orchestras!

Thursday

Friday

Saturday

5:30	p.m.	Town	Hall/Annual	
Meeting
You won’t want to miss the Town Hall/
Annual Meeting! This is your chance to 
meet Monika Schulz, ASTA’s new chief 
executive officer and learn what ASTA 
has accomplished throughout the year, as 
well as plans for ASTA’s future.

6:30	p.m.	Dessert	Reception
Following the Town Hall/Annual 
Meeting, join us for the always popular 
dessert reception. Network, mingle, 
and connect with friends while 
satisfying your sweet tooth with Florida 
delectables. 

8	p.m.	Florida	State	University	
Symphony	Orchestra
After mingling with friends and enjoying 
some sweet treats, we invite you to relax 
with beautiful music by the prestigious 
Florida State University Symphony 
Orchestra, under the direction of 
Alexander Jimenez.

Preparing to be an ASTA Mentor
This session will bring together experienced string teachers from 
across the country to learn about mentoring early career string/
orchestra teachers. Topics to be addressed include: the teacher 
development continuum; mentoring styles; and communication 
strategies. This hands-on workshop will engage participants 
in video observation and role-play to facilitate mentor 
development. Please see article on page 92.

Moderators: Colleen Conway, University of Michigan; Margaret 
Berg, University of Colorado; Bob Phillips, ASTA past president

Improvisation—It’s Not Just for Jazz! 
Learn to Teach Melody, Harmony and 
Accompaniment by Listening, Imitating and 
Improvising (Using Any Style of Music) on 
String Instruments 
(No prior improv experience necessary.) If you teach middle 
school, high school or college, teach at a private studio or are 

a student teacher of violin, viola, cello, bass or guitar—this 
session is for you. Tampa area string students will be our guinea 
pigs (along with ourselves!) for this exciting afternoon session 
of hands-on learning. Three renowned string teachers will teach 
improvisation and composition from a non-jazz perspective. 
Eclectic electro-acoustic violist/composer Martha Mooke will 
introduce empowerment and teaching methods using ensemble 
and peer-to-peer partnering games and exercises. Cellist Mike 
Block (member of Yo-Yo Ma’s Silk Road Ensemble and director 
of Mike Block String Camp) will explore playing and learning 
by ear through modern pop songs. Violinist and composer Andy 
Reiner will teach tune creation, exploring the compositional side 
of traditional music by dissecting fiddle tunes.

Presenters: Martha Mooke, cellist; Mike Block, Yo-Yo Ma Silk 
Road Ensemble; Andy Reiner, violinist and composer

Wednesday Evening Events
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Alfred Music
American Music System
Carl Fischer Music
Claire Givens Violins
Connolly Music Company
Creative Imperatives
Cremona by Saga Musical Instruments
Eastman Strings
Encore Tours
Foundation for the Advancement   
 String Education

FJH Music Company
G. Edward Lutherie
G. Schirmer
Hal Leonard Corporation
Harmonious Designs
Highland Etling
Henle USA
JW Pepper & Son
Luck’s Music Library 
National Youth Orchestra                       
 of USA

O’Connor Method
Oxford University Press
Potter Violin Company
SHAR Music
Stringo by Pre-Twinkle
 Violin Lessons
Sujoy Strings
Tempo Press
Yamaha Corporation of America

Confirmed Exhibitors

Exhibit Hall Activities and Confirmed Exhibitors

The silent auction continues 
to be a hit with bigger and 
better prizes every year. Join 
us in the exhibit hall to peruse 
all donated items and to make 
your bid. All money donated 
goes to the ASTA National 
Foundation.

Exhibit Hall Hours:

Thursday	5	-	7	p.m.	- Grand Opening 
and Reception featuring a special opening 
performance by the Real Vocal String Quartet!
Friday	10:00	a.m.	-	6:30	p.m.
Saturday	10:00	a.m.	-	2:45	p.m.

Sponsored	by:	If you are interested in sponsoring 
the Exhibit Hall, please contact Beth Knight at 
beth@astaweb.com.

Do not miss out on perusing the strings-only 
exhibit hall. Our exhibit hall is unique—it is the 
only one where you can visit nearly 100 companies 
that are all devoted to your string needs. Listed 
below are companies that have registered for 
a booth. Please check our website often for an 
updated list.

Silent Auction Keeps 
Getting Better!
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Competition High School 
Full Orchestra

Charleston School of the Arts 
Symphony Orchestra
North Charleston, S.C.

Christopher Selby, director

Competition High School 
String Orchestra

Bentonville High School Chamber 
Orchestra
Bentonville, Ark.

Jesse Collett, director

Blue Valley West Symphonic 
Orchestra
Overland Park, Kans.

Adam Keda, director

Bothell High Chamber Orchestra
Bothell, Wash.

Philip Dean, director

Century High School Chamber 
Orchestra
Bismarck, N.D.

Jeremy Overbeck, director

Denver School of the Arts 
Advanced Orchestra
Denver, Colo.

Enrique Lasansky, director

Guilford High School Symphony 
Orchestra
Guilford, Conn.

Thomas Boates, director

Homestead High School Chamber 
Orchestra
Cupertino, Calif.

John Burn, director

Manhattan High School Chamber 
Orchestra
Manhattan, Kans.

Nate McClendon, director

McEachern High School Chamber 
Orchestra
Powder Springs, Ga.

Jennifer Floyd, director

North Cobb High School Chamber 
Orchestra
Kennesaw, Ga.

Paula Krupiczewicz, director

Olathe East High School Orchestra
Olathe, Kans.

Brigid Mayer, director

Oscar F. Smith High School 
Chamber Orchestra
Chesapeake, Va.

Deanna Kringel, director

Sierra Vista High School Orchestra
Las Vegas, Nev. 

Alfonzo Kimbrough, director

University High School Chamber 
Orchestra
Irvine, Calif.

Grace Lee, director

Woodson High School Advanced 
Orchestra
Fairfax, Va. 

Kathy Thompson, director

Competition Middle 
School Orchestra

Denver School of the Arts Sinfonia
Denver, Colo.

Enrique Lasansky, director

Dickerson Middle School 8th 
Grade Sinfonia
Marietta, Ga.

Tricia Laux, director

The P2 Select Strings Ensemble
North Wales, Penn.

David Pimentel, director

Competition Youth 
String Orchestra 

Gold Orchestra
Manhattan, Kans.

David Littrell, director

Northern Cincinnati Youth Senior 
Orchestra
Mason, Ohio

Marva Rasmussen, director

Silver Orchestra
Manhattan, Kans.

Cody Toll, director

Ratings and Comments 
High School String 

Orchestra
Cane Bay Chamber Orchestra
Summerville, S.C.

Linda Versprille, director

Lee-Davis High School Advanced 
Orchestra
Mechanicsville, Va.

Maureen Hawley, director

Legacy High School Symphonic 
Orchestra
Broomfield, Colo.

Aaron Carpenter, director

Ratings and Comments 
Youth String Orchestra

Pacific Symphony Santiago Strings
Santa Ana, Calif.

Irene Kroesen, director

National Orchestra Festival®

The following performing groups have been invited to compete in the 
2016 National Orchestra Festival®:
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The beautiful Tampa Marriott Waterside Hotel 
& Marina will be our host for 2016, and ASTA 
again has a secured room block with preferred 
rates. It’s anticipated that the room block will 
quickly sell out before the cutoff date, so please 
make your reservations early!  

Tampa	Marriott	
Waterside	Hotel	&	Marina	

700	South	Florida	Ave.
Tampa,	FL		33602	

Single/Double:	$169
Triple/Quad:	$189

Hotel room rates are subject to applicable state 
and local taxes (currently 12 percent) in effect at 
the time of check out. To reserve your room call 
1-813-221-4900 or 888-268-1616 (mention that 
you are with ASTA) or make your reservation 
online at www.astaweb.com. Reservations must 
be made by Friday, January 29, 2016.

Register Today!
Register early to get a better rate. Be sure to visit 
the ASTA homepage for updates, additions, 
and directions on how to download the ASTA 
Conference App in the 2016 ASTA Conference 
section.

Hotel

While we know Tampa Bay has 
much to explore, we are always 
ready to hand over the keys to 
adventure! This list of Tampa 
Bay’s top treasures makes it easy 
to conquer the best the area 
has to offer. So, come take over 
a destination full of culture, 
rich history and worth-while 
experiences.

Watch	a	Flamenco	Show	at The 
Columbia Restaurant – The oldest 
restaurant in Florida and the largest 
Spanish restaurant in the world! But they 
also feature some amazing entertainment 
– flamenco dancers. These dancers amaze 
onlookers nightly during 40-minute 
performances.

Indulge	in	a	sugar	high with a visit to 
Berns’ Dessert Room – Complete with 
private booths made from old wine casks 
and an atmosphere that lends itself to 
after-dinner beverages, quieter 
conversations and a 65-page tantalizing 
menu of unique, decadent desserts.

Watch	a	hand-rolled	cigar	being	
made – Historic Ybor City was once 
known at the Cigar Capital of the World, 
producing over 700 million hand-rolled 
cigars annually at its peak. Although there 
are only two cigar factories that are still 
active in this now thriving entertainment 

and historic district, you can still see cigars being hand-rolled as you 
walk down Seventh Avenue, which was recognized nationally by the 
American Planning Association as one of the “10 Great Streets in 
America” in 2008.

Shop	‘til	you	drop	– Tampa Bay’s 
transition into high-end retail began in 
1998 and in 2001 was further put on the 
map as a world-class retail market with the 
opening of International Plaza. With over 
350 stores between the two shopping 
centers, those in search of quality, luxury 

and high fashion can find the perfect fit in Tampa Bay!

Things To Do!
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Conference Rates
Early Bird Registration:  
postmarked on or before Dec. 15

Pre-Registration:  
postmarked Dec. 16-Feb. 1

On-Site Registration:  
postmarked after Feb. 1

ASTA Member Rates

$315 $395 $475

Nonmember Rates

$430 $510 $590

Student Member Rates

$119 $199 $279

Student Nonmember Rates

$225 $300 $375

Member One-Day Rate: $225

Nonmember One-Day Rate: $345

Join today and save!

Join today and save!

Early-bird rates!
$315 until Dec. 15!

ASTA National Conference
March 2-5, 2016

Tampa Bay, Florida

Register online at www.astaweb.com.
Or fax or email form to: ASTA

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

For questions, call 703-999-0169.

Optional Conference Activities
Mini Learning Academies (Choose only one.)
March 2, 12 p.m. to 5 p.m. $75 – Members; $99 – Nonmembers

Evening Concerts

q FSU/Symphony Orch. free x ___ Qty.
 Wednesday, March 2 

q Solo Competition Finals $5 x ___ Qty.
 Thursday, March 3         = $_____

q Jeremy Kittel $20 x ___ Qty.
 Friday, March 4         = $_____

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

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

Purchase orders must be paid by February 1 or balance collected at conference.)
q VISA      q MasterCard       q American Express      

Card # _______________________________________
Exp. Date ______________________________________
Cardholder Name _________________________________

Signature ______________________________________

Cancellation Policy
All cancellation requests must be received in writing by February 12, 2016.  
No refunds will be given on requests after this date. NO EXCEPTIONS. There is a $75 

cancellation fee. Refunds will not be processed until after the conference.  
Photographs of You: Registration and attendance at, or participation in the ASTA National Conference and its 
events and activities constitutes an agreement to ASTA’s use and distribution (both now and in the future) of the 
individual’s image, likeness, or voice in photographs, videotapes, electronic reproductions, and audiotapes of 
such events and activities for promotional purposes.

Indicate which day (circle one):
Th          F           S

Name __________________________________________

Address 1 ________________________________________

Address 2 ________________________________________

City, State, Zip, Country ________________________________

______________________________________________

Phone ____________________ FAX ___________________

Email __________________________________________

Primary Profession (circle one): 
 K-12 University Private Studio Performer 
 Student  String Industry

Years Teaching (approx) ________________________________
Primary Instrument___________________________________

Will you be (circle one): DRIVING FLYING

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

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

Total Registration Fees___________

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

Special Donation – For Outreach
q Yes, I want to support and grow youth string and orchestra $50 

programs. My $50 helps!

ASTA Membership (Join or Renew Now!)
Join or renew your membership when registering for the conference and take the 
discounted member rate on registration fees. Memberships must be current prior to the 
conference for member rates to apply.
q Professional $111
q Full-Time Student $55
     (copy of ID required)

q Dual $154
q Senior (age 62 or over) $81

Totals

$AVE!
Register by 

midnight Dec. 15!2016
Member ID # _____________     q Check here if first-time attendee.

q ASTACAP
q 2020 Vision (NSPC)

q Integrated Apr. to Str. Tchng. 
q Prep. to be ASTA Mentor

q Improvisation 
q MusicScores 

Registration Form
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Reviews
String Orchestra
THE BOLL WEEVIL (Gr. 
½, opt. pno). Traditional, 
arr. Doris Gazda. Carl 
Fischer, 2014, $40.
This great beginning orchestra 
piece is solidly in D major, 
common time, and uses eighth- 
through whole-note rhythms 
and rests. Instrument parts 
join in large rhythmic groups 
but occasionally a section has 
rhythmic motives all their own. 
I would designate the piece 
a Grade 1 (not ½) due to the 
rhythmic variety, occasional 
independence of parts, and 
violins playing F-sharp on the 
E string. A three-beat grand 
pause ends each section, 
designating the ABA form; 
even the piano rests here. 
All parts get the melody, but 
basses are relegated to do-sol 
patterns through most of the 
piece. Bowings are marked, 
including a few lifts, as are 
dynamics from piano to 
fortissimo. The catchy tune 
comes from Lead Belly’s 
rendition of the traditional 
blues song, recorded in 1934 by 
folklorist Alan Lomax. L.J.F.

CHRISTMAS BELLS FOR 
SMART PHONE OR TAB-
LET (Gr. 2.5, opt. piano, 
smart phone/tablet). 
Traditional, arr. Bob Phil-
lips. Alfred, 2014, $45.
This arrangement of “Ding 
Dong Merrily on High” is 
sure to captivate students 
and audiences alike. The 
instructions are to use a chime 
app on a smart phone or tablet 
for the “chime” part in the 
piece, a simple eight-note 
phrase that repeats often—a 
great way to include a parent, 
administrator, or other special 
guest in the concert. Set firmly 
in G, the repetitions of the 
easily identifiable tune are far 
from boring. The tune is played 
with two rhythmic variations 
(quarter-note macro beat, 
half-note macro beat) and the 
accompaniment has a variety of 
harmonies and rhythms to keep 
all players involved. The piece 
opens with a four-bar violin/
cello/bass solo. No shifting 
is required; fourth fingers 
are marked for upper strings. 
Simple dynamic changes are 

clearly marked, as are bowings. 
The several different bowing 
patterns used in the piece are 
no longer than a half note, 
appreciated for this level. Even 
without the smart phone or 
tablet, this is a very enjoyable 
and teachable arrangement of 
a favorite holiday tune. L.J.F.

CONVICTION (Gr. 
1.5). Larry Clark. Carl 
Fischer, 2013, $47.
This fanfare offers a great 
opportunity for your students 
to produce a dense string 
orchestra sound while 
simultaneously reinforcing 
left hand skills and developing 
stylistic performance 
characteristics with the bow. 
This energetic D-major piece 
explores non-traditional 
harmonies that your students 
will enjoy playing at the 
upbeat tempo. Students must 
understand slurs, staccato, 
accents, basic rhythms, and the 
D scale. Clark’s compositional 
style provides a safe learning 
environment as most rhythms 
are doubled by another section 
throughout. The melody is 
passed between all sections, 
which will keep students 
actively engaged in rehearsals. 
An understanding of bow 
control and bow distribution is 
required to produce the needed 
tone quality; performing 
with piano will add depth 
to your orchestra’s sound. If 
your young orchestra needs 
a great opening work for a 
concert, this piece will drive 
them to succeed. D.P.

DANCE NOEL (Gr. 2.5, pno, 
perc). Trad., arr. John Leavitt. 
Hal Leonard, 2013, $50.
This fresh setting of the 
seventeenth-century French 
carol, “Il est né, le divin 
enfant,” in G and C, is a 
lovely piece. While often 
performed at a fast pace, it 
can also be played at a slower, 
more stately tempo. First 
violins have the melody at all 
times, with shifting to fifth 
position. Technical elements 
include slurs, hooked bowing, 
pizzicato, arpeggios, and grace 
notes. Beginning with an 
eleven-measure introduction, 
the melody is heard in firsts, 
harmonized by seconds, 

with lower strings playing a 
bagpipe-like drone. The B 
section features pizzicato in 
firsts and violas, with seconds 
playing repeated sixteenth 
notes. After a brief transition 
reminiscent of introduction, 
the B section of main tune is 
repeated in C major. The A 
section returns and the piece 
ends with a coda, a brief echo 
of the opening. Piano and 
percussion greatly enhance the 
performance. A perfect holiday 
addition for an advanced 
middle school ensemble. I.K.

GAVOTTE AND RIGADON 
from Suite in A Minor (Gr. 
2.5). Georg Philipp Tele-
mann, arr. Janet Farrar-
Royce. Alfred, 2013, $48.
These two short, brisk Baroque 
dances artfully arranged by 
Farrar-Royce provide excellent 
opportunities for students to 
learn cut time, staccato and 
martelé bowings, and Baroque 
performance practices. The 
quick tempos and Baroque style 
demand that performers utilize 
short, light bow technique and 
agogic accents on the downbeat 
of each measure. Both pieces 
are in cut time so, while the 
rhythms are predominantly 
quarter notes and a few 
eighth notes, left hand agility 
is necessary. Gavotte keeps 
second violins, violas, and celli 
in first position; the A minor 
key requires both forward and 
backward cello extensions. 
Firsts have two measures of 
optional second position, and 
basses use half through third 
position. The melody occurs 
in all parts (except basses) in 
pairs (first and second violins, 
second violins and violas, 
violas and celli). There are both 
subito and gradual dynamic 
changes from piano to forte. 
In Rigadon, upper strings and 
celli remain in first position 
while the bassists use half to 
third. This dance assigns the 
harmonic function to bass 
and cello, while the melody 
throughout resides in the 
upper strings in pairs. Martelé 
bowing is required for all; care 
should be taken to maintain 
the forward momentum 
without becoming ponderous. 
Performing these pieces 
together or separately provides 

an excellent introduction to 
Baroque performance practices 
for intermediate strings. L.K.H.

Golliwogg’s Cakewalk (Gr. 
3). Claude Debussy, arr. 
Bud Caputo. Highland/
Etling, 2012, $48.
“Golliwogg’s Cakewalk,” 
the final of six movements 
in Debussy’s piano suite The 
Children’s Corner, is a rousing, 
jazz-inflected romp. That 
ABA work is characterized 
by sharply syncopated 
rhythms, abrupt dynamic 
changes, and a playful—even 
mischievous—spirit. Caputo’s 
skillful arrangement makes 
this miniature gem accessible 
to middle-level orchestras, 
distributing melodic material 
and rhythmic challenges to 
every section. Cakewalk pulls 
toward a tonal center (D major 
for the A sections, F major 
for the middle section), but 
pervasive chromaticism blurs 
the focus of these key areas. 
Debussy’s interloper of choice 
is the flattened sixth. While 
B-flat inflects a number of 
sonorities in the A section, 
the interval is transformed 
in the B section: the minor 
sixth initiates a cutting parody 
of the ambiguous harmonic 
progression prominently 
featured in Wagner’s Tristan 
und Isolde. Instrument ranges 
are modest; shifting is required 
in brief passages only for first 
violins (to second or third 
position) and basses (second). 
Both cellos and basses utilize 
their lowest strings. Debussy 
often created flashes of 
exoticism using non-traditional 
intervals, including augmented 
seconds and fifths, as well as 
the whole-tone scale. Set in 
simple duple meter, Cakewalk 
is permeated by a tightly 
syncopated rhythmic motive 
appearing frequently in all 
parts, which could easily be 
adapted into an ensemble 
warm-up. In one isolated 
instance in cellos and basses, 
the first beat of the rhythm is 
tied from the previous bar; 
this could prove to be the most 
challenging measure of the 
piece. Other notable rhythms 
include off-beats (single eighth 
notes and paired sixteenths), 
unexpected rests, and a brief 
flurry of slurred thirty-second 
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notes near the end. The Allegro 
giusto tempo is modified only 
slightly (poco meno mosso) 
for the B section. However, 
the drama of the Wagnerian 
gestures is underscored by 
a series of localized two-
measure ritardandi, requiring 
following the conductor. 
Articulations include staccato, 
accent, and sforzando. Select 
passages would work well 
with spiccato bowing. The 
musical appeal is matched 
by the potential to explore a 
variety of enrichment topics, 
from Wagner’s music dramas 
to ragtime, from Impressionism 
to non-Western scales. M.L.

I HAVE A LITTLE DREYDL 
(Gr. 1). Traditional, arr. Jack 
Bullock. Alfred, 2014, $40.
This traditional Chanukah 
melody in G uses parallel 
melody and harmony in violins 
and viola, with unison cello 
and basses. Cello and bass 
get to shine with an eight-
measure melody. C-natural 
and F-sharp gives those high 
and low twos in the violins 
and violas a constant workout. 
An easy elementary piece if 
taken slowly, you can pick 
up the pace to add challenge. 
The few dynamic contrasts 
could be enlarged. A first and 
second ending gets youngsters 
reading those road maps, with 
a nice pizzicato ending. P.N.R.

IN THE FINAL ANALY-
SIS (Gr. 1.5, opt. pno). 
George Sweet. Carl 
Fischer, 2012, $47.
This piece draws inspiration 
from the speeches and 
philosophies of John F. and 
Robert Kennedy. It is a brief, 
straightforward work with 
a stylistic nod to Copland’s 
most populist music. Sweet 
alternates between two main 
melodies: a more active 
primary theme featuring 
quarter notes and slurred 
eighth notes, and a lyrical, 
more tranquil secondary 
subject. Stylistic differences 
are also underscored by distinct 
harmonic language. Quintal 
structures accompany the 
animated theme, while more 
traditional triadic harmony 
distinguishes the legato melody. 
(These stacked fifths lend the 

work its open, American feel.) 
Cast in G, Analysis is largely 
diatonic, with the exception 
of the quintal passages. Here, 
F-naturals preserve the purity 
of the layered fifths; save 
for one instance in cellos, 
this chromatic alteration is 
confined exclusively to the bass 
part. When juxtaposed with 
F-sharp in the upper voices, 
this creates several striking 
examples of false relations. 
Ranges are well within the 
grasp of first- and second-year 
players. Melodic lines are 
distributed to all but basses, 
though basses bear nearly sole 
responsibility for the piece’s 
chromatic alterations. Despite 
the serious subject matter, 
the work is fast moving and 
energetic: its three essential 
tempos never drop below a 
moderate Allegro. In two cases, 
tempo changes are prepared 
via ritardando. Later, sudden 
accelerations create a rush to 
the end. These all require that 
students watch the conductor 
carefully. Rhythmic content 
is generally limited to note 
values no faster than eighths, 
although a tutti sixteenth-note 
figure occupies the penultimate 
beat. Eighth- and quarter-note 
slurs are present in all but 
basses. Challenges for the bow 
arm include accents, staccato, 
changing bow speed, open-
string double stops (violas 
and cellos), rapid double 
down-bows, and tremolo (first 
violins). Dynamic nuance—
generally uniform throughout 
the orchestra—is required of 
all players. An exciting, well-
crafted piece, Analysis also 
offers an excellent opportunity 
to educate students about two 
important figures in recent 
American history. M.L.

SINFONIA IN A MINOR (Gr. 
2). Georg Philipp Tele-
mann, arr. Bob Mathews. 
Kjos, 2014, $48.
Expand your orchestra’s use 
of first position finger patterns 
with Mathews’ wonderful 
arrangement of a well-known 
work! Each part contains 
accidentals, such as D-sharp, 
G-sharp, B-flat, and F-natural, 
among others. Parts are neatly 
marked and include clear 
phrasing indications, making 
this piece both exciting and 

rich in opportunities to work 
on bow control. The score 
is predominantly vertical, 
allowing the teacher to address 
multiple sections at a time 
while working on rhythms 
and articulations. Overall, 
this work is very accessible 
and will surely be a student 
and audience favorite! J.M.

SNOW (Gr. 2.5, perc). Tradi-
tional Japanese, arr. Brendan 
McBrien. Kjos, 2014, $48.
This delicate, colorful 
arrangement of a timeless 
folk tune introduces your 
orchestra to the subtle beauty 
of traditional Japanese music. 
McBrien has included a terrific 
Learning Bank about Japanese 
Music. In 4/4, Snow starts 
in E minor and modulates to 
A minor. This arrangement 
includes a wood block, triangle 
and mark tree. Dynamics 
range from piano to forte, 
with lots of marked crescendo 
and decrescendo. Bowing 
techniques include legato, 
tremolo, pizzicato, and detaché, 
and no rhythms exceed eighth 
notes. Upper strings stay in first 
position, while cellos go to a 
high E, and basses to middle 
C. With a sweet and playful 
melody and a range of timbre-
altering techniques, students 
will find this arrangement 
irresistibly charming. N.C. 

SPY GUY (Gr. 2+, drum 
set). Alan Berstein. Lud-
wigMasters, 2014, $48.
Get audience members’ toes 
a-tappin’ and heads a-boppin’ 
with this jazzy tune! Easily a 
favorite, students will enjoy 
creating a script for Special 
Agent 6¾, on a mission that 
surely requires a gadget-filled 
car or other secret spy tools. 
Opportunities abound for 
each section to perform both 
melody and accompaniment 
riffs. Chromaticism is present 
throughout, but is both 
contagious and repetitive. 
Cellos have modest shifting 
to and from half position; 
all other instruments stay in 
first position, using various 
finger patterns. Students 
will enjoy working on right 
hand articulations, which 
generally fall on off-beats and 
provide the characteristic feel 

of spy-inspired tunes. Parts 
align vertically, allowing 
easier teaching of rhythms 
and articulations to multiple 
sections simultaneously. If 
you need an energetic, driving 
piece for your orchestra, 
this is definitely it! J.M.

SUPERNOVA (Gr. ½, 
opt. pno). Larry Clark. 
Carl Fischer, 2014, $40.
Supernova starts with a 
stunning fourteen-measure 
fanfare, like looking at the “big 
picture” of a supernova from a 
distance. Major seconds in the 
chords offer a lush sound and 
striking sophistication beyond 
the notated quarter, half and 
whole notes, while all parts 
play the same rhythms together. 
At m. 15, the tempo increases 
and the instruments begin 
the journey of playing more 
independent parts, bringing us 
close-up to the inner workings 
of supernova. Violins begin 
a twinkling-like sound using 
staccato quarter- and half-
note patterns. Soon violas 
and cellos usher in a beautiful 
legato melody. The layering 
becomes complete when the 
bass adds an independent part 
giving emphasis and support 
to the melody. This piece is a 
stellar study in counting 4/4, 
with both straightforward and 
counterintuitive sections. The 
opening fanfare is a perfect 
opportunity for students to 
follow the conductor. Bowing 
articulations include accents, 
tenuto, staccato, and legato. 
Although graded ½, the piece 
pushes toward the grade 1, with 
some of the counterintuitive 
rhythms and independent lines. 
The final product is well worth 
the time it takes to teach! P.J.

SWINGING DOOR (Gr. 
4). Yukiko Nishimura. Carl 
Fisher, 2014, $55. 
In swing 3/4, with much 
syncopation, challenging 
rhythms are shared by 
more than one section. All 
parts have some melodic or 
rhythmic interest. There is 
some chromaticism, and a cool 
glissando ending for violas and 
cellos. The grade 4 probably 
comes from the key (B-flat) 
and the rhythmic complexity; 
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only basses have to use 
positions other than first. M.C.

TECHNOSTRINGS (Gr. 
3). Julie Lyonn Lieber-
man. Kendor, 2014, $52.
This fun piece has driving 
rhythms and lots of repetitive 
rhythmic layers to build 
confidence and really settle into 
the “groove.” Each instrument 
has moments of rhythmic 
independence but also times 
of rhythmic unison with other 
sections. Several measures 
of entire ensemble rhythmic 
unison are very powerful and 
can help re-center the group 
if needed. Style markings are 
very clear (legato, staccato, 
tenuto) and some fingerings 
are suggested (particularly 
first violins in third position). 
Centered in C-mixolydian 
(with no accidentals), students 
should find the key accessible. 
An exciting element is the 
section with an improvised or 
composed solo, which can be 
repeated for as many soloists 
as desired. Recommended 
pitches, but no specific 
notations, are provided for the 
soloist; arpeggiated chords are 
provided for the ensemble, and 
the piece offers great material 
to pull from if students need 
inspiration. It ends with a 
dramatic seven-measure drop 
from ff to pppp, with the entire 
ensemble playing arpeggiated 
eighth notes. Opportunities for 
improvisation and discussion 
of layers, balance, and blend, 
as well as the memorable tune, 
make this a great piece. L.J.F.

’TIS THE SEASON! Deck 
the Halls, Jingle Bells, The 
Holly and the Ivy (Gr. 1, 
pno, opt. perc.). William 
Owens. FJH, 2013, $40.
Absolutely a winner of a 
playable piece thick with 
substance for a young 
orchestra! Our beginning 
orchestra excelled with this 
holiday tune. Set in D, all 
notes are on the D and A 
string with no accidentals. 
Rhythms include eighth notes 
on repeated notes, perfect 
for beginners. Seconds and 
violas are unison as well as 
celli/bass. “Deck the Halls” 
has an extended melody in 
tertial harmony for upper 

strings with a complementary 
countermelody in lower strings. 
“Jingle Bells” is presented as 
maestro—a very powerful, 
short section. This is followed 
by an upbeat samba rhythm 
in the lower strings (one 
rhythm repeated) with the 
upper strings performing a 
beautiful and quick melody. 
The piece flows well and 
sounds amazingly complex 
while causing no difficulty 
for such young players. T.M.

VALSE DIABOLIQUE (Gr. 2, 
opt. pno). Joseph Compello. 
Carl Fischer, 2014, $50. 
Based on Saint-Saëns’ Danse 
Macabre, this piece relies on 
tritones, fourths, and minor 
ninths to create diabolic 
sounds. Upper strings play 
in a light bouncy manner 
while lower strings drag their 
marcato heavy bows. The 
entire piece remains in D with 
no accidentals. Firsts alternate 
between C-sharp on the A 
string and G-natural on the 
E string. Violas and cellos in 
my orchestra really struggled 
with the constant leading tone 
C-sharps in G-string runs; this 
may be more appropriate for 
grade 3 players. This eerie 
Danse is very enjoyable to 
learn—especially for my 
seventh graders who were 
studying Poe at the time. T.M.

WE ARE YOUNG (Gr. 
2.5, opt. piano, drumset). 
Nate Ruess, Jeff Bhasker, 
Andrew Dost, & Jack An-
tonoff, arr. Michael Story. 
Alfred, 2014, $50.
This familiar pop tune, featured 
on Glee, keeps students 
engaged while also offering 
teachable moments. Set in 
C, this is a great chance for 
younger students to improve 
their “natural” intonation 
without shifting (except basses’ 
C-natural). The right hand 
has plenty to do, with slurs 
of varying lengths, often over 
multiple string crossings. All 
instruments have several large 
leaps across strings, a good 
workout for right and left hands 
combined. The syncopated 
rhythms are familiar and 
repetitive. This arrangement 
begins with an interesting—

perhaps challenging—
broken eighth-note line. The 
steady pizzicato eighth-note 
accompaniment is passed 
from basses to celli to violas 
to second violins. Students 
need to listen carefully to keep 
this pulse steady and place 
their section’s eighth notes 
on the right beats. Firsts and 
celli have the most clear-cut 
melodic lines in the piece, but 
even the accompaniment parts 
keep students engaged. This 
well-written pop tune provides 
great teaching material. L.J.F.

WE THREE KINGS (Gr. 3, 
opt. pno). John Henry Hop-
kins, Jr., arr. Sean O’Loughlin. 
Carl Fischer, 2014, $55.
This A-minor elaboration 
on the familiar tune teaches 
many second- and third-
year techniques, making it a 
worthwhile addition to any 
holiday concert. The fast 
C-major rhythm is powerful 
with great syncopation 
challenges to keep every 
student busy learning to 
subdivide. Triplets, pizzicato, 
double down-bows, and 
accents add interest as the firsts 
play the well-known melody. 
Great variations in dynamics 
and bowing style add more 
teaching opportunities in the 
middle section. A moderato 
section with slurred string 
crossings, third position, and 
soli passages keeps students 
working towards perfection. 
This piece has much to offer 
and teach—go for it! T.M.

Full Orchestra
THE SHADOW OF YOUR 
SMILE from The Sandpiper 
(Gr. 4). Johnny Mandel, 
arr. Mike Lewis. Ludwig-
Masters, 2012, $70.
This enjoyable bossa nova for 
strong high school symphony 
requires full orchestration, 
including English horn, bass 
clarinet, drum set, auxiliary 
percussion, three flutes, two 
bassoons, four French horns, 
three trumpets, and three 
trombones. After a legato 
introduction the melody begins 
with a lengthy English horn 
solo, followed by several other 
wind section soli. First violins 
remain in fourth position or 

higher as D minor comes to a 
close and E minor begins with 
the entire ensemble playing. 
The piece closes in F minor 
with gentle wind solos over 
string accompaniment and 
occasional flourishes. With 
a memorable, singable tune 
and musical material to keep 
the whole ensemble engaged, 
this three-minute tune lets 
students learn about bossa 
nova—a great addition to 
lighten any concert. L.J.F.

TRAGIC OVERTURE (Gr. 3). 
Johannes Brahms, arr. Vernon 
Leidig. Alfred, 2012, $68.
The dramatic elements of 
wide dynamic contrasts, 
block scoring, and expressive 
melodies in both D minor 
and F major are omnipresent 
in this adaptation of Brahms’ 
masterpiece. This is classic 
Leidig, providing young high 
school or advanced middle 
school students a rewarding 
full orchestra experience. The 
scoring, with all parts doubled, 
is designed to build confidence 
in young woodwind and brass 
performers. This also allows 
for flexible instrumentation 
for smaller ensembles; for 
example, the oboe part is 
doubled by clarinet or French 
horn. Brass parts in moderate 
ranges include first trumpet 
ranging to concert A above the 
staff. Only one percussionist 
is required (timpani), with no 
pedaling necessary. Strings 
play consistently throughout 
the piece. First violins go 
to third position four times; 
the shifts appear after long 
tones that offer shifting or 
transfer pitches. Seconds and 
violas are in first position 
throughout, while celli and 
basses shift briefly into second 
position. Hooked, staccato, 
and legato bowings are used 
with the melodic material 
to contrast with détaché 
harmonic portions. With 
its block scoring and tutti 
dynamics, this arrangement 
comes together well. Students 
will feel excited as they 
experience one of Brahms’ 
masterpieces via a very 
accessible arrangement. L.K.H.



www.astaweb.com | 91 

Violin
CONCERTO IN A MINOR op. 
3, no. 6. Antonio Vivaldi, ed. 
Annette Seyfried & Wolfgang 
Birtel, critical ed. Christo-
pher Hogwood. Schott/Hal 
Leonard, 2012, $14.99. 
In this edition of the popular 
concerto, the first movement 
utilizes first and third position, 
while the beautiful lyrical 
Largo and the Presto require 
first through fourth positions 
and facility to move easily 
between them. Seyfried’s 
bowings represent a historically 
informed approach. Teachers 
who know the Natchez edition 
(used by Suzuki) will notice 
that this edition’s violin part 
follows the original manuscript 
in passages where others 
expanded a repeated series 
of arpeggiated chords; the 
Natchez interpolations are 
in good taste, but are more 
difficult than the original, 
presented here. Students who 
like this concerto (and they 
all do) can research Vivaldi’s 
1711 L’estro armonico and 
discover how the twelve 
concerti relate to each other, 
such as the alternating 
major and minor keys. We 
welcome this excellent up-
to-date edition. M.J.Z.

SONATINA NO 1 (vn, pno). 
John Craton. Wolfhead 
Music, 2002, $12.95.
I enjoyed this addition to my 
collection of American violin 
music. The eleven-minute 
arrangement of the original 
saxophone score showcases a 
variety of tone colors in three 
movements: Andante—Allegro 
assai—Andante (“A Summer 
Sunday”), Grave (Chaconne), 
Allegro (“The Armadillo 
Races at Victoria, Texas”). 
Craton neatly marked fingering 
and bowing suggestions. For 
a mid-sized piece to open 
or conclude your recital, 
especially with an American 
theme, here we go. L.H.

SONATA NO. 2 in D minor, 
op. 121 (vn, pno). Robert 
Schumann, ed. Ernst Hert-
trich, Klaus Schilde (pno), 
& Antje Weithaas (vn). G. 
Henle, 2013, $40.95.
Schumann’s second sonata’s 
four movements are broader 
in dimensions than op. 105’s 
three movements. I am 
instantly attracted to the clear 
print, detailed preface, and 
carefully-arranged page turns. 
Two violin parts are included, 
one ürtext and one with 
Weithaas’ editorial suggestions. 
Ideal for a 30-minute half 
recital, this beautiful sonata, 
requiring excellent partnership 
between violin and piano, 
belongs on every advanced 
violinist’s shelf. I hope Henle 
will publish a critical edition 
of the op. 105 sonata. L.H.

TOCCATA & FUGUE IN 
D MINOR (vn). J.S. Bach, 
arr. Stuart Carlson. Lauren 
Keiser, 2014, $11.95.
In this impressive transcription 
Carlson captures much of the 
sound and power of the organ 
and offers it to solo violin. This 
arrangement requires double 
stops, accents, jumping across 
strings, high left-hand work, 
and dramatic flourishes with the 
bow and with chromatic left-
hand runs. Bowings are marked 
in several helpful places. 
Similarly, some suggested 
fingerings are given with 
room for personal preference. 
Roman numerals indicate 
which string(s) the performer 
should use for double stops. 
Indicators of style, dynamics, 
and tempo fluctuation are 
equally clear. The advanced 
student or professional 
will surely enjoy bringing 
this classic to life. L.J.F.

Viola
SUZUKI VIOLA SCHOOL, 
Vol. 3, rev. ed.. Alfred, 
2014, viola/CD $19.99. 
This newest edition of 
Volume 3 is a transposition 
of the “carefully structured 
repertoire” of Suzuki Violin 
Volume 3, edited by the 
International Violin Committee, 
transcribed by Doris Preucil. 
Exercises provide preparation 

for challenges in the literature, 
along with tonalizations (scales 
in major, melodic minor, thirds 
and chromatic) and Doris 
Preucil’s practice suggestions. 
These exercises offer short, 
concise excerpts to isolate 
and practice, before learning a 
piece from beginning to end. 
Each work has clearly-marked 
bowings and fingerings. 
Repertory highlights include 
Dvorák’s “Humoresque,” a 
minuet by Mozart, and several 
works by Bach. Preucil’s 
beautiful introduction to 
the book explains Suzuki’s 
philosophy and encourages 
teachers, students, and parents 
to follow this approach of 
listening, training the memory, 
and producing a beautiful 
tone. Study points for the 
volume and suggestions 
for tone production follow 
this introduction. William 
Preucil, accompanied by 
Doris Preucil, perform on the 
CD, playing sure to inspire 
the budding violist. M.J.Z.

Double Bass
THE FAMOUS SOLO (db, 
str quartet or pno). Do-
menico Dragonetti, ed. 
Tobias Glöckler, pno reduc-
tion Christoph Sobanski. 
Henle, 2014, $42.95.
After Dragonetti died in 1846, 
his friend, the publisher Vincent 
Novello, gave Dragonetti’s 
papers to the British Library. 
One volume comprises 32 
“Solos”—that is, sonatas, 
mostly in two movements. 
On Solo 14 Novello wrote, 
“This is the famous ‘Solo in E 
minor’ & was Dragonetti’s own 
favorite.” The grand Maestoso 
un poco Adagio is followed 
by a long, taxing G-major 
Allegretto. Two solo parts 
are included: both with and 
without bowings, fingerings, 
and (excellent) lead-ins after 
the fermatas. Glöckler includes 
two multi-measure tuttis that 
appear in some of Dragonetti’s 
copies, omitted from Slatford’s 
edition but included in editions 
by Drew, Maleric, and Scelba. 
Glöckler presents Sobanski’s 
piano reduction, along with 
quartet accompaniment parts, 
for both orchestral and solo 
tuning. Scored for a standard 

quartet, an alternate viola part 
to substitute for violin 2 is 
available online. The piano 
reduction, which bears a very 
close relationship to one of the 
original piano accompaniments, 
is consistently excellent. The 
solo part is characteristically 
clean and clear, and 
editorial notes are clear and 
comprehensive. Glöckler is 
to be congratulated on his 
continuing careful scholarship, 
breathing new life into yet 
another standard repertoire 
item, thereby furthering a 
remarkable spate of interest 
in compositions of this great 
virtuoso of former days. A.K.

Harp
SONGS FOR ALL SEASONS 
(lap harp). arr. Reba Lun-
sford, ed. Bonnie Mitchell. 
www.folkharp.com, $18.
This collection is especially 
designed for harps with twenty-
two strings. The twenty-two 
tunes are perfect for beginners 
and the book is arranged in 
categories: Hymns, Christmas, 
Easter, Thanksgiving, Preludes/
Postludes and “Just for Fun.” 
One tune has a flute part and 
an arrangement with, as well 
as one without, lever changes. 
Words and chord symbols are 
often included. Keys include 
C, G, D major and A minor. 
A few glissandos, and some 
harmonics and fingerings are 
included. This book is ideal 
for those with a small harp, as 
well as beginners (including 
adults), who would like to play 
music they recognize. D.G.V.

MONET’S GARDEN (folk 
harp). W. Mahan. Af-
ghan Press, 2013, $16. 
Monet’s Garden, Bellagio 
in Bloom, Wildflowers 
of Gettysburg, Dingle a 
Bloomin’, Spanish Red 
Poppies, Sweet William Waltz, 
The Flowered Music Box, 
Dance of the Sunflowers.
Mahan is a creative composer 
and this intermediate collection 
is no exception. The tunes are 
either in C or G, with only 
a few clearly-marked lever 
changes. Helpful fingerings and 
some placings are indicated. 
Time signatures include 6/8, 
4/4 and 3/4. These descriptive 
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selections could be used for a 
program, recital, or beautiful 
background music. D.G.V.

PLANETARY IMPRESSIONS. 
Inge Frimout-Hei. Frimout 
Music, 2014, $20.40.
Frimout-Hei’s father-in-law is a 
NASA astronaut, the inspiration 
for this collection. I was excited 
to see this more advanced 
collection for Folk/Lever Harp. 
Opening and closing with Solar 
System-Introduction and Solar-
System-Finale, the other nine 
movements describe the sun and 
individual planets. Beautifully 
notated, the music compositions 
include time signature changes 
(including 3/8, 5/8 and 7/8), 
harmonics, rolled chords, 
syncopation, triplets, thirty-
second-note runs, left hand 
etouffe, glisses, and some 
contemporary-sounding keys. 
Helpful fingerings are included 
and the only lever/pedal changes 
needed are indicated at the 
beginning of each tune. D.G.V.

Chamber Music
SPIRITUAL SNIPPETS (Gr. 3, 
3 vn, 3 vc, or mixed str trio). 
Trad., arr. Percy Hall. Lud-
wigMasters, 2013, $8.95.
This flexible instrumentation 
arrangement is enjoyable, 
accessible, and offers a lot to 
teach. The five familiar snippets 
are “Nobody Knows the Trouble 
I’ve Seen,” “O Mary Don’t You 
Weep,” “I Want to be Ready,” 
“Steal Away,” and “Little David 
Play on Your Harp.” Although 
through-composed, fermatas 
and double bars at the end of 
each section make it possible 
to choose several melodies to 
perform. Key signatures include 
one, two, and three sharps, with 
4/4, 3/4, and 2/4 time signatures. 
A range of tempos and styles are 
clearly marked. The first part 
typically carries the melody, but 
the other two parts, providing 
rhythmic drive and/or unison 
rhythmic support, also require 
attention. Students on all parts 
will be engaged and may 
connect with the history and 
tradition of these tunes. L.J.F.

Books
WOMEN MUSIC EDUCATORS 
IN THE UNITED STATES: A HIS-
TORY. Sondra Wieland Howe. 
Scarecrow Press, 2014, $75.
Howe has done a true 
service to our field with this 
comprehensive history giving 
life to lost voices. This history 
is organized chronologically, 
from “Early American 
Music Education (to 1860)” 
through “Since World War II 
(1945-today).” Within each 
time period Howe discusses 
the cultural and political 
background, what women were 
teaching overall, what musical 
subjects women were teaching 
in the home and in public, what 
music textbooks were available 
and who was writing them, and 
what other musical activities 
were pursued by women. Each 
chapter includes an extensive 
list of notes and references, the 
shortest being ten notes and 
the longest sixty-eight, not to 
mention the bibliography of 
further resources at the end 
of the book. String teachers 
and string playing are well-
represented. Howe mentions 
the first female president of 
ASTA, Phyllis Young, and 
nationally recognized string 
educator, Pamela Tellejohn 
Hayes (p. 296). Howe briefly 
discusses the formation of 
ASTA, the female presidents we 
have elected, and several other 
prominent string teachers at the 
pre-college and college levels. 
Howe also discusses women’s 
roles as conductors of and 
performers in both community 
and professional symphonies. 
This very complete historical 
resource, although a bit dry to 
read cover to cover, illuminates 
the important role of women 
in developing our field. L.J.F. 

New ASTA Mentor 
Program to Launch 
in 2016

by Bob Phillips

ASTA recognizes that young teachers in 
their first five years of teaching would 
benefit from a well-designed mentoring 
program with highly qualified string 
specialists.  Since many string teachers 
may be the only string specialist in their 
building ASTA has developed a national 
mentoring program that will debut in 
2016. The program is being developed 
by string music educator and researcher 
Dr. Margaret Berg from the University of 
Colorado and music education mentoring 
researcher Dr. Colleen Conway from the 
University of Michigan. Former ASTA 
President Bob Phillips is chairing the 
Mentorship Task Force. 
 The program kick-off will be a 2016 
ASTA Conference Pre-Conference 
Session on  “Preparing To Be An 

ASTA Mentor” in Tampa, Florida on March 2, 2016. 
Applications to attend the session are available at astaweb.
com. The Pre-Conference Session will bring together 
experienced string teachers from across the country 
to learn about mentoring early career string/orchestra 
teachers. Topics to be addressed in this session will include  
the teacher development continuum; mentoring styles; 
and communication strategies. This hands-on workshop 
will engage participants in video observation and role-play 
to facilitate mentor development. Also, participants will 
discuss previous mentoring successes and challenges. 
 After the March Pre-Conference Session, the 
Mentorship Task Force will be working to secure early 
career teachers for the program and match these teachers 
and mentors who attended the March session. New 
teachers will be able to learn more about this program at a 
meet-and-greet event at the 2016 ASTA Conference.  
 Applications for early career teachers will be available 
at astaweb.com. Mentor and early career teacher (mentee) 
interactions will begin in Fall 2016. Stay tuned for more 
information about mentor development workshops and 
new teacher sessions at the 2017 ASTA Conference.

Bob Phillips, ASTA immediate past president, 
pedagogue, teacher trainer and composer, is 
known as an innovator in string education. As 
an orchestra teacher in Saline, Michigan, 
Phillips built a string program that was a 
national model of excellence in both classical 
and alternative music. His conducting resume 
includes professional, all-state, and youth 
orchestras. He and his wife, Pam, continue their 

educational outreach via their clinics at national and state music 
conferences, educational consulting and their leadership roles in 
ASTA. Currently Phillips serves as Director of String Publications 
for Alfred Music Publishing.

Margaret Berg

Colleen Conway

Reviews



www.astaweb.com | 93 

Reviewers

Mark Elliot Bergman (M.E.B.) 
is a double bassist, composer, 
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the director of orchestras at 
Glastonbury High School, 
teaching 150 strings students 
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She performs on either violin 
or viola with the New Britain 
Symphony Orchestra and other 
orchestras and string ensembles 
in the greater Hartford, 
Connecticut area.

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

Paul Christopher (P.C.) is 
associate professor of music 
theory and low strings at 
Northwestern State University in 
Natchitoches, Louisiana. In the 
summers he performs as assistant 
principal cello with the Peter Britt 
Festival Orchestra in Jacksonville, 
Oregon. His articles have 
been published in the Jacques 
Offenbach Society Newsletter, 
Strings, American String Teacher, 
and Bass World. 

Lindsay J. Fulcher (L.J.F.) is a 
visiting professor of string music 
education at Ball State University 
and a Ph.D. candidate in the 
music education degree program 
at Pennsylvania State University. 
Previously, she was a high school 
orchestra director in Burlington, 
North Carolina and has taught 
privately for more than ten 
years. 

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

Lin He (L.H.), associate 
professor of violin at Louisiana 
State University, made recent 
concerto appearances with the 
Rapides Symphony and the Lake 
Charles Symphony. He serves as 
associate concertmaster of the 
Baton Rouge Symphony.  

Laura Kerr Hill (L.K.H.) is a Ph.D. 
candidate in music education, 
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Studio Teaching Tips

One of the hurdles students sometimes face is coming up with 
fun or helpful (who says it is always both simultaneously?) ways 
to approach overall practicing, let alone just trying to manage a 
difficult spot in their music. As a teacher in an already “creative” 
field, it did not really occur to me that I would also need to be 
teaching students how to be creative, not just how to practice 
or play something or learn facts about music theory and history. 
Some students come with their own little basket of resourceful 
goodies, but many do not. (Well, surely they do, but it was like 
seeking buried treasure to dig it up!)

 I find that there are at least three main categories of students:

1.  Those who come with their own ideas, without help—take 
note of these for your own benefit;

2.  Those who just need a little suggestion, and then can come 
up with several succeeding ideas on their own; and

3.  Those who have no idea where to start, and absolutely 
need hint after suggestion after actual answers in order 
to figure out how to execute something—these students 
probably fair the best with direct instructions, and this is 
different from students who just do not try.  

 However, I believe it is in the duty of the artistic teacher to 
be able to show all of these students how they can approach a 
problem (read: goal), and should never stop after only trying one 
or a few until they have actually tried everything they can possibly 
think of before moving on. Even in that instance, I encourage 
them to continue to the next thing but to come back after some 
time, as there are bound to be some new ideas to help with 
practicing in the next session. I recently took a very fascinating 
online course on “Learning How to Learn” by Drs. Barbara 
Oakley and Terrence Sejnowski of the University of California-
San Diego. The instructors informed us of two different kinds of 
thinking: focused and diffused. In relating these to this article’s 
purpose, focused thinking here is the act of trying all of these 
suggestions (and coming up with more) listed in the Plans of 
Attack chart (Fig. 1). Diffused thinking is the time spent away 
that allows our brain to rest and let things settle. In doing so, the 
brain can solve more problems by absorbing them deeply, then 
come back with more ideas and a better understanding of it. 
These are both important steps in learning. Of course, repetition 
was highly emphasized by the instructors' research as well.
 The Plans of Attack chart is just a representation of what 

The Dilemma of (and Solutions for) Trying to be 
Creative

by JoAnna Cochenet
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is possible in approaching a goal—any 
goal. The solutions are really endless, but 
I want my students to see possibilities so 
they have a place to start. I usually have 
my students try to write a list or draw an 
image of all the ways they or we can think 
of to come up with some solutions. This is 
such an important part of the process that 
I really spend time doing it. Here we are 
not just teaching music, but how to attack 
(read: successfully prevail over) something 
thought of as difficult with every possible 
approach. If one option does not work, it 
is merely information that the option was 
not repeated enough or was not the best 
choice, so move on to the next one.
 My favorite part about this is not 
just the successful musical results, but 
watching students' confidence grow, 
seeing them become more imaginative 
in their choices, and seeing them 
struggle less (or willing to take on more) 
because they have more tools and more 
understanding. This activity also shows 
them that someone believes in them and 
that anything is possible if they give it as 
many chances as it takes to get there.

Reprinted with permission from Stringing 
Along, the Nebraska ASTA Newsletter, 
Spring 2015.
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K-12 Teaching Tips by Maria Stefanova-Mar

The Very First Days in Orchestra

Even the most experienced teachers worry about the first days of 
school. New students bring the excitement of new possibilities 
and the anticipation of the unknown. Even though the first days 
may have less direct music instruction, these days help establish 
a student-teacher connection that will later aid successful music 
development. The very beginning of the school year is important 
because it sets the tone for the school year to come.

To be successful in those first days, follow these four components:

Make	students	feel	safe
Imagine going to a music conference in a city you have never 
been before. You would get specific directions on the exact place, 
rooms, etc. Yet, the first morning of the conference is still hectic, 
with teachers trying to find their way around.
 This is exactly how the first day of school looks like for the 
new students in your music program. They wonder if they are 
in the right place, what they’re supposed to do and where they 
should sit. The first piece of a successful first lesson is providing 
security for new students. This can be done simply by standing 
at the door as the students are walking into class, greeting them 
and directing them as to what they are expected to do (sit until 
the second bell, fill out a form, listen to music, etc). What seems 
easy for adults and older students at the school can be frightening 
to brand new students. Giving short, specific and clear directions 
will ease their anxiety. A teacher whose expression and tone of 
voice are welcoming also will help. Making students comfortable 
with their teacher from the very start is important for student 
retention and focus later on in the year. 

Establish	a	relationship	with	the	teacher
Seeing the teacher as a person is important when interacting, 
especially at the beginning of the school year. All students come 
to the classroom wondering about the teacher and how they 
will interact with that teacher. The first days of school offer an 
opportunity for developing a relationship with the students. It is 
important for them to see their music director as a person who 
cares about them. I would begin the first class each year by talking 
a bit about myself. This is a great opportunity to include music 
by telling the students about how I started playing an instrument, 
that I played in music ensembles, etc. My experience has proven 
that when I start the first class of the school year with that 
information, students become very attentive and interested. This 
reflects on their focus for the rest of the lesson. 

Motivate	students	for	the	year	to	come
This is probably the one question most music students wonder 
at the very beginning of the school year. They are excited to hear 
about the concerts and festivals they will do during the year. They 
are eager to find out about field trips and special events planned 

for them. Teachers can use that as a great motivator in those first 
days. This also is the one aspect where teachers can point out 
differentiating music classes from the core subjects.

Provide	a	clear	overview	of	student	expectations	and	grading
It is important that the teacher starts the school year by providing 
clear, specific expectations to students. In many cases, that means 
breaking down the information into smaller pieces. What seems 
obvious to adults may be more confusing to students. They need 
to know exactly what the expectations are so the boundaries are 
crossed less often during the year. The instruction in this aspect 
needs to be very specific and to the point. Most teachers utilize 
the first days of school by going over forms, parent letters and 
what students are expected to do. Yet, notice this component 
is left until the very end of the article. None of us like forms 
and rules, but they are important. There is a fine line between 
motivating and setting rules for students. I believe this balance 
can be achieved in the first few days of school. The instruction 
needs to be very clear and full of lots of enthusiasm. Gearing 
the instruction toward only one or the other can cause problems 
either with discipline or with motivation later on in the year. 
A more balanced approach will make for better behaved and 
effective music students.
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