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My First 100 Days

I recently came across a quote by Albert Einstein:

“If I were not a physicist, I would probably be a musician. I often think 
in music. I live in daydreams in music. I see my life in terms of music
 . . . I cannot tell if I would have done any creative work of importance 
in music, but I do know that I get most joy in life out of my violin.”

 I have spent the past 100 days talking to members, board members, staff, and chapter 
leadership about the string teaching world and ASTA. The passion I hear in every person is 
truly inspirational. Like Einstein’s quote, the joy found in music and sharing that joy with 
students is truly the essence of ASTA. 
 I have the privilege of joining this incredible community of educators and performers. 
ASTA‘s foundation is this community and their common interests, passion, need to learn 
from each other, to share, and to listen. As I have listened to the stories of where each 
individual’s path began, many times it started with that pivotal person who shared their 
dream and their passion for string music. They were the inspiration. In fact, what really 
impressed me is the absolute commitment to advancing the joy of teaching and playing 
stringed instruments shared by everyone to whom I have spoken. Music is unique, in that 
it touches so many lives in such a personal way. 
 The future is continuing to grow the ASTA community and to share that passion with 
students. We have so much to share in this community. We are building toward a future 
where the access—the tools, resources, information, and the simple ability to share that 
passion—will be as easy as clicking through a menu. The touch points will be at the local 
level, face-to-face, online, nationally, customized to what you want and prefer.
 We want to hear from you. What do you value most? What solutions do you need? 
Why did you join ASTA? What keeps you engaged? We are in the listening phase. We have 
so much to share and learn.
 The love of music is who ASTA members are, not just what they do. Sharing that 
love with students is the joy, and as Einstein said, “We want them to think in music . . . to 
daydream in music,” and to share that passion and joy with future generations. 

Monika Schulz, CAE, CEO
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from the president by Stephen Benham

Like many of you, the beginning of the school year and the first weeks of fall seem to be that amazing time in 
which life moves both very quickly (thinking of how little time we have before our first concerts, programs, etc.) 
and also very slowly (will the holidays ever get here?). Life on the ASTA time clock seems to parallel our school 
years in so many ways—

•	 ASTACAP	2016	is	up	and	running	(thanks	to	the	very	large	and	capable	team,	led	by	Kelley	Johnson),	with	
participation from not only the U.S. but also several other countries;

•	 The	ASTA	national	office	is	in	full	conference-preparation	mode	(register	now	if	you	haven’t	already	done	so!);
•	 Our	ASTA	chapters	are	incredibly	busy	with	fall	in-service	events,	recitals,	and	preparing	for	spring	

conferences; and
•	 The	ASTA	Executive	Board	and	staff	are	heavily	involved	in	preparing	for	ASTA’s	long-term	health	and	

continued growth.

As	I	look	ahead	to	the	remainder	of	my	term	(which	ends	in	May	2016,	when	Brenda	Brenner	begins	her	term	as	
president), the following items are at the top of my priority list:

A Successful ASTA 2016 National Conference in Tampa, Florida
There	is	no	doubt	that	excitement	for	ASTA	2016	in	Tampa	is	growing.	ASTA	Past-President,	Bob	Phillips,	and	
I just returned from a whirlwind visit to several cities in Florida, where we had the opportunity to present clinics 
to	more	than	120	teachers	from	more	than	a	dozen	counties.	Like	many	places,	Florida	has	a	great	tradition	of	
string	teaching,	and	Bob	and	I	were	very	impressed	by	the	enthusiasm	and	energy	we	saw	from	the	participants.	
I never cease to be impressed by teachers who will spend 10 hours in a classroom and then go to an additional 
three-hour in-service so they can continue to become even better teachers.

So what does a successful conference look like?
•	 A full program of diverse educational and performing sessions, focused just on the needs of string 

teachers. Done. Thanks to the hundreds of you who submitted sessions, and to Mary Wagner and her 
conference organizing team, we have put together a full slate of content, which you simply will not find 
anywhere else.

•	 Amazing, world-class performances. Done.	Our	conference	will	include	performances	by	Jeremy	Kittel,	
The National Solo Competition laureate finalists, the Florida State Symphony Orchestra, The Real Vocal 
String	Quartet,	and	more	than	20	performances	by	participants	in	the	National	Orchestra	Festival.

•	 A great location. Done. Tampa in March? Well, maybe not such a big deal for those who already live in 
warmer climates, but for anyone who lives where it’s cold, cloudy, even snowy and frosty, Tampa is a great 
destination. It’s also affordable because so many airlines fly there on a regular basis. We are seeing incredibly 
low fares right now, so you may want to book your ticket and hotel soon.

What’s missing?
•	 You!	The	best part of every conference is the community and synergy we have when we all come together. I 

can’t	wait	to	see	old	friends	from	across	the	globe	and	make	many	new	friends	along	the	way!	There	is	simply	
no	single	location	where	you	will	find	such	a	broad,	diverse,	and	expert-level	of	training	sessions.	The	ASTA	
conference	should	be	on	every	string	teacher’s	annual	pilgrimage	list!

A Strong and Stable Future for ASTA
It is the responsibility of every board to help guide the organization, providing strategic leadership for the 
purposes of securing a strong and stable future for ASTA. With the hiring of our new CEO, Monika Schulz, 
and seeing the very strong slate of qualified candidates for future board positions, I am convinced that ASTA 
is headed in the right direction. We have a renewed emphasis on customer service and are working to make 
important technological and infrastructure improvements to our association. We continue to work to be prudent 
and conservative in our budgetary planning and are working to ensure the long-term health of ASTA.

Meaningful, Relevant, and Competitive Programs
As	most	of	you	are	aware,	ASTA	began	a	review	of	its	current	programs	in	2012.	We	now	have	a	more	refined	
focus on what we offer our organization, believing that our programs must serve our membership well into this 
century. In addition to the conference, which is one of our premier programs, the following continue to have the 
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largest impact on our overall membership:
•	 The	ASTA	K-12	Curriculum will continue to be a main source of pedagogical guidance for school teachers;
•	 The	ASTA	Certificate	Advancement	Program	(ASTACAP)	is	now	an	internationally	recognized	program	of	excellence	in	the	area	

of	studio	teaching	and	measuring	student	progress.	The	online	and	live	components	of	ASTACAP	exams	help	us	address	the	needs	
of	teachers	in	not	only	the	U.S.,	but	also	in	multiple	other	countries.	We	still	need	an	increased	number	of	trained	examiners;

•	 A	priority	for	the	coming	cycle	is	linking	ASTACAP	to	the	scope-and-sequence	of	technique	within	the	ASTA Curriculum. This 
will	be	an	exciting	document,	as	we	seek	to	find	ways	for	our	studio	and	public	school	teachers	to	share	common	language	and	
vision for our students;

•	 Ongoing	publications	that	are	more	than	niche	releases,	but	critically	reviewed	and	designed	to	help	further	our	understanding	of	
pedagogy in deep, meaningful ways; and

•	 Ongoing	research	to	help	us	deepen	our	understanding	of	the	teaching-learning	process	and	provide	relevant	information	that	
helps us understand the needs of our members.

Increasing Access
We continue to encourage our membership to engage in service projects and work to bring the joy of string teaching and playing to 
those who do not have it. This includes the development of new programs in underserved areas, such as those run by ASTA member 
Judy	Evans	in	Immokalee	and	Naples,	Florida.	A	second	need	is	highly	trained	teachers.	While	we	see	many	wonderful	teachers	across	
the country, many string and orchestral programs are taught by non-string players, who are often incredible musicians but don’t have 
the pedagogical knowledge of string instruments they would like. Many of our members now provide clinics and workshops aimed at 
the non-string player, which is essential as programs grow around the country.

I	hope	that	you	will	join	me	in	working	to	advance	ASTA’s	mission!

 With kind regards and best wishes,

Stephen	Benham
benham@duq.edu
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Association News
Kudos	to	Lya	Stern!

Congratulations to our 
November	Kudos	award	
winner—Lya Stern, originator of 
ASTA’s	ASTACAP	program.	
Nominated by two fellow ASTA 
members,	Nancy	Bargerstock	and	
Kelley	Johnson,	current	
ASTACAP	chair,	Johnson	writes,	
“As the leader and creator of the 
ASTACAP	program,	she	
dedicated years of service to 
develop the program even before 
it became adopted by ASTA. This 

demonstrates her absolute dedication to her students’ success . . . 
she	has	continued	to	be	a	part	of	the	growth	and	expansion	of	the	
program and is just as dedicated to creating a program that will 
benefit students of every teacher.” 
	 An	ASTA	member	since	1994,	Stern	earned	her	B.M.	from	
Manhattan School of Music and an M.M. with honors in violin 
performance from the University of Southern California (USC). 
She also completed one post-grad year of study in the master class 
of	Jascha	Heifetz	at	USC.	While	in	California,	she	had	a	20-year	
career	in	the	Hollywood	recording	industry,	performing	with	
Barbra	Streisand,	Frank	Sinatra,	Liza	Minelli,	and	many	others.	
As a studio musician, she played on the soundtracks of more than 
150 motion pictures and television films, and she’s also performed 
with many symphonic, opera, and ballet orchestras.
	 For	the	past	22	years,	she	has	taught	accelerated	and	award-
winning violin students in the metro Washington, D.C. area. 
Her	students	have	performed	solos	with	the	Baltimore	Symphony	
Orchestra,	MCYO	Philharmonic,	and	been	featured	at	the	
Kennedy	Center	Millenium	Stage,	and	many	went	on	to	study	at	
prestigious schools.
 Stern is a past president of ASTA’s MD/DC Chapter, and 
a	two	time	winner	of	ASTA’s	National	Citation	for	Exceptional	
Leadership	and	Merit	(2000	and	2008),	for	initiating	and	
developing	the	Certificate	Program	for	Strings	(now	called	the	
ASTA	Certificate	Advancement	Program	or	ASTACAP).	As	a	
member	of	the	ASTACAP	Committee,	she	has	been	a	contributor	
to	the	development	and	editing	of	the	revised	ASTACAP	handbook	
and	currently	serves	as	the	ASTACAP	in-person	exams	liaison.
 When asked how she’s personally benefited from ASTA 
through the years, Stern said, “An active role in ASTA helped 
channel my transition from a performing musician to a dedicated 
violin educator and gave me the opportunity to apply my creative 
energy	toward	the	development	of	the	strings	talent	of	the	next	
generation. Attending ASTA conferences, organizing teacher 
meetings,	master	classes,	competitions,	and	running	ASTACAP	
exams	has	given	me	exposure	to	the	best	performers	and	teachers,	
as	well	as	exposure	to	the	shortcomings	and	successes	of	our	
teaching efforts. ASTA has helped me become a better teacher 

by giving me a voice among colleagues and friends in our 
community of teachers.”

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

Two ASTA Members Are 
Among Semifinalists for 
Grammy Music Educator 
Award!
The	Recording	Academy	and	the	GRAMMY	Foundation	have	
announced	25	semifinalists	for	the	2016	Music	Educator	Award.	
We are proud to say that two ASTA members are included in this 
list	of	25:

•	 Ulli	Reiner,	San	Marcos,	Calif.
•	 Linda	Versprille,	Ladson,	S.C.	

 The Music Educator Award was established to recognize 
current	educators	(K	through	college,	public	and	private	schools)	
who have made a significant and lasting contribution to the field 
of music education and who demonstrate a commitment to the 
broader cause of maintaining music education in the schools. 
10 finalists will be selected in December. Congratulations to 
all	25	semifinalists	and	thanks	to	The	Recording	Academy	and	
GRAMMY	Foundation	for	recognizing	these	outstanding	music	
educators!

New	Mentorship	Program	
Rollout at Upcoming National 
Conference

ASTA is embarking on a bold new initiative to create a 
national mentoring program for  less seasoned string 
teachers	with	the	leadership	of	two	mentoring	experts,	
Marg	Berg	from	the	University	of	Colorado,	and	
Colleen	Conway	from	the	University	of	Michigan.	Berg	

and Conway are designing the program, and the first training class 
is	scheduled	for	Wednesday,	March	2,	at	the	2016	ASTA	National	
Conference in Tampa, Florida.  
 Interested members can add the Mentorship mini learning 
academy to their conference registration. Additionally, after the Na-
tional Conference, we will be asking state leaders to help us identify 
new teachers to the profession in each of their respective states who 
may	be	interested	in	being	a	mentee.	“We	are	very	excited	about	
this new program and feel it will have great impact on the future of 
string	teaching,”	says	Bob	Phillips,	ASTA	past	president.	
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ASTACAP	Handbook	Is	
Complete with Updates

The	much	anticipated	2015-16	ASTACAP	
handbook is complete with updated information, 
forms,	lists,	scales,	and	many	improvements!	You	
can download and print a copy to have on hand for 
the new year and teaching season by going to the 
ASTACAP	section	of	astaweb.com.	“We	are	so	
excited	for	these	changes,	and	we	look	forward	to	an	

even	better	year	together,”	says	Kelley	Johnson,	chair,	ASTACAP	
Committee. Of note, from the inaugural launch of 11 students last 
April,	the	ASTACAP	online	program	grew	to	41	students	in	June.	
The	next	round	is	January	2016,	and	ASTA	is	hopeful	the	number	
will continue to rise.

Voting	in	the	National	Board	
Election
The election slate is now in place (see page 44) and voting for the 
incoming	Board	members	will	begin	in	just	one	short	month.	
All eligible members in good standing with the association 
as	of	December	11,	2015	will	be	forwarded	a	ballot	based	on	
selected preference: electronic or mailed, printed copy. Each 
eligible member may vote only once—and by his or her preferred 
method. Once data is captured on December 11, you cannot 
change your method of voting for this election. All ballots, 
whether electronic or paper, must be cast for tallying by February 
12,	2016.	Tallying	is	done	by	an	out-of-house	company,	Softrac	
America.	The	national	office	will	not	have	access	to	any	cast	
ballots.

•	 Electronic Balloting
If	you	have	notified	the	national	office	that	you	would	like	
to receive your election materials via this format, you will 
receive an email at the address you provided containing your 
official	ballot	and	instructions	on	how	to	vote.

•	 Printed and Mailed Balloting
If you have not given your consent to vote electronically, you 
will receive a paper ballot via U.S. mail. All paper ballots 
must be completed and returned to the address provided no 
later	than	February	12,	2016.	Note	that	this	is	the	received	
date, not postmarked date, and that ballots are not returned 
to	the	national	office.

	 There	is	still	time	to	select	your	preference	for	voting!	If	
you would like to give your consent to vote electronically in this 
election and help reduce the high costs of paper printing and 
postage, please send an email to membership@astaweb.com no 
later	than	December	11,	2015,	containing	your	name,	city	and	
state,	and	email	address.	You	also	may	contact	the	office	at	703-
279-2113	ext.	14	or	21.	

Due December 1
State Chapter Award 
Nominations
ASTA state chapters are encouraged to submit application/
nomination	forms	for	the	2015	chapter	awards:	Best	Newsletter	
Award,	Most	Improved	Chapter	Award,	Best	Website	Award,	
Outstanding Chapter Award, and State Chapter Leader Award. 
State	chapter	awards	will	be	presented	at	the	2016	ASTA	National	
Conference in Tampa, Florida, 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. 

•	 State	leader	deadlines	(due	November	15)
•	 State	leadership	workshop	(due	November	15)
•	 State	leadership	committee	doing	google	hangouts	on	small	

topics (due November 15)

Due November 15
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 student members who are part 
of	an	officially	recognized	ASTA	Student	Chapter	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 or write 
to membership@astaweb.com. Deadline for applications is 
November	15,	2015.		

Due December 7
New Teachers: Attend the ASTA 
National Conference on a 
Scholarship
Apply	now	for	the	George	Bornoff	Memorial	Scholarship	Fund	
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	string	teachers	in	
their first five years of teaching. The money is for attending the 
2016	ASTA	National	Conference	in	Tampa,	Florida.	For	specific	
requirements and an application form, go to ASTA’s homepage. 
Applications	are	due	Monday,	December	7,	2015.	Special	
consideration will be given to those who teach in underserved areas.
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Due December 18
Apply for the ASTA Institutional 
String	Education	Award!
Is	your	school	preparing	string	players	to	teach	at	the	K-12	and	
collegiate level? Does it meet at least five of the following criteria?
•	 Demonstrated	outreach	from	department	into	the	

community
•	 Presence	of	K–12	teacher	education	and	studio	pedagogy	

classes in the curriculum taught by string specialists
•	 Impact	in	education,	on	community,	and	through	

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

department
•	 Proportion	of	string	faculty	that	are	ASTA	members
•	 Presence	of	an	active	ASTA	student	chapter	on	campus
•	 Must	be	a	current	Institutional	member	of	ASTA
•	 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 upcoming 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. 
 To apply and read more about this award, please go to the 
ASTA	homepage.	The	deadline	is	December	18,	2015.

70	Items	for	Silent	Auction	to	
Reflect	ASTA’s	70th	Anniversary
As	2016	marks	the	ASTA’s	70th	anniversary,	the	upcoming	ASTA	
Silent	Auction,	in	Tampa,	Florida,	March	2-5,	is	seeking	70	
items	and	baskets	for	70	years	of	inspiration!	As	in	recent	years,	
the	auction	venue	will	located	in	the	exhibit	hall,	alongside	our	
vendors comprised of council members and guests showing off 
their goods—from music books to stringed instruments. The 
bidding	begins	on	Thursday,	March	3,	5	to	7	p.m.,	at	the	festive	
Grand	Opening	of	the	exhibit	hall	and	ends	on	Friday,	March	
4	at	5:30	p.m.	The	winning	bids	will	be	announced	before	the	
exhibit	hall	closes	that	day.	All	proceeds	go	toward	the	foundation	
and community outreach. If you have any questions, contact Deb 
Bissen	(deb@astaweb.com).



www.astaweb.com | 21 

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

Lucien Capet and 
Superior Bowing Technique

$24.99
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 there, 
he published Superior Bowing Technique. This 
book answers the subjects that many have been 
wanting to learn about, including: the most 
complete biography of Capet, a comparison with 
Baillot's pedagogy, and a comparison with the 
bowing techniques of Galamian and Fischer.

Author: Kelley Johnson

ASTA Publications
Distributed Exclusively by Alfred Music Publishing

Don’t Miss These Bestsellers!

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! Place your order 
at alfred.com/ASTA. 

Ready to buy? 

String Research Journal Vol. V 
$49.95

The String Research Journal 
(SRJ) is the official juried string 
research publication of ASTA. It 
is also the world's only journal 
devoted to string playing 
research. The SRJ is published 
bi-annually. ASTA members 
also have the option of viewing 
a PDF of the most current SRJ 

issue in the members-only section of astaweb.com.

Editors: John M. Geringer and David W. Sogin
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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 
July 1, 2015 and September 30, 2015. Welcome to ASTA—or thank you for renewing your membership!

Individual
AnnMarie Abraham, FL
Karen Ahmadi, CA
Stephen Ahrens, MO
Kellie Airhart, NJ
Marla Albert, TN
Nicolas Allion, NC
Meggan Anaya, MD
Caroline Anderson, KS
Kevin Anderson, GA
Kathy Andrew, VT
Sean Arzaga, VA
LeAnne Baehni-Schultz, KS
Tyler Bakken, MN
Patrick Baran, FL
Hannah Barton, IL
Andrew Beach, NC
Elizabeth Beasley, AL
Luke Beasley, AL
Melissa Bechtel, MI
Farhad Behroozi, CA
Ines Belgique, OR
Linda Bell, MN
Michael Benoit, MS
Rebecca Bhuiyan, NC
Jacob Bitinas, GA
Sarah Black, GA
Laura Blankenship, NC
Alyna Bloecher, KY
Josh Bloecher, KY
Gail Blubaugh, IA
Laura Bolsen, OK
Teresa Bonelli, FL
Chuck Bontrager, IL
Steven Bossert, FL
Jessica Bouma, IN
Stacey Bowen, MI
Abigail Bracewell, NC
Bruce Bransby, IN
Jessica Breen, AZ
Donna Brewer, IN
Justin Brookins, AZ
Matthew Brooks, VA
Victoria Brown, GA

Joyce Buchholz, IN
Brian Buckstead, MN
Julia Bullard, IA
Clarence Bumanglag, TX
Chris Burns, WA
Sophia Butler, AK
Macullen Byham, SC
Jocelyne Caldera, TX
Rebecca Caldwell, KY
William Callaway, WI
Helen Callus, CA
Ann Camp, CO
Evan Campfield, NC
Leslie Capozzoli, MI
Erin Carey, OR
Casey Carreiro, PA
Daniel Carwile, KY
Amy Carwile, KY
Heidi Castleman, FL
Gina Caulton, WA
Caroline Chin, OH
Kristin Chinnici, PA
Karen Chrisman, IL
Christine Cicha, IL
Zack Clark, CA
Andrew Collins, OH
Holly Compton, AL
Vincent Conrod, FL
Elaine Cook, KY
Elisabeth Copeland, GA
Stephanie Coppola, PA
Sarah Cornett, MI
Rebecca Cothren, AK
Aaron Craven, NC
Liz Cravens, IN
James Crismore, IN
Joshua Crooke, PA
David Crookston, VA
Gilberto Cruz, FL
April Cull, GA
Wells Cunningham, FL
Mindy Curtis, FL
Anne Daulton, WA
Eric Day, NY
Lydia De Leeuw, NY

Ross DeBardelaben, FL
Kim Delgadillo, NV
Laura Dianiska, NV
Jennifer Diedrich, FL
Ryan Diefenderfer, AZ
Jason Diggs, MD
Wendy Doyle, KY
Eleanor Dunlap, CO
Eugenie Edmonds, TX
Joshua Edwards, CA
Nassar Edwards, GA
Leigh Elliott, MA
Kyna Elliott, GA
Janet Elshazly, SC
Teresa Esparza, FL
Christina Esposito, GA
Sarah Evins, AZ
Michael Fan, AZ
Eva Farid, KS
Shari Fast, MD
Roger Fletcher, NV
Elizabeth Fortier, FL
Diamond Foster, NC
Karen Franks, NC
Adam Todd French, KY
Stacy French, KY
Eric Friel, IL
Roger Frisch, MN
Luke Furniss, OH
Timothy Gaffga, LA
Seth Gamba, GA
Cindy Garrison, FL
Brittany Geary, NC
Avonlea Geisbert, FL
Katie Geringer, FL
Lynn Gervais, OR
Emily Gillander, MA
Jacob Ginn, AZ
Altovise Gipson-Colon, NY
Naomi Gjevre, TX
Michael Gjuriah, NV
Sarah Gore, OK
Maria Goydy Rios, IL
Paul Grant, CA
Shelley Ann Greenberg, PA

Janet Greene, VA
Brian Griffin, FL
Carol Griffin, FL
Lauren Gruber, IN
Scott Gruber, NV
Kyla Gwyn, IL
Jennifer Haber, FL
Michael Hahn, NY
Alice Hammel, VA
Sonja Harasim, MN
Lauren Hart, NY
Naomi Haugen, WI
Leah Hawkins, VA
Hillary Herndon, TN
Zachary Himes, IN
Cleopatra Hope-Thomas, FL
Lisa Hopko, FL
Paul Hostetter, GA
Adella Hotchkiss, NE
Courtney Houston, KS
Monica Hrudik, WI
James Hsia, NV
Clare Hulfachor, IN
Shawn Hulfachor, IN
Beverly Huo, WA
Janice Hutton, SC
David Irish, NV
Ronald Isaacson, VA
Rowell Jao, MD
Amy Jehl, IN
Debbie Jelliff, NY
Erica Johansen, WA
Joycelyn Jolly-Mays, MD
Wendi Jones, AZ
Blair Joseph, TN
Dave Keckes-Chartrey, WA
Hannah Kennedy, MN
James Keranen, IN
Linda Kessler, FL
Terence Khuu, IL
Lauren Kirkland, FL
Sandra Korelc, IL
Tatiana Kotcherguina, AR
Brian Kubin, MO
Katelyn Kukoly, NE
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Breann Laermans, IL
Matthew Laird, NC
Sarah Lawlor, AZ
Anastassia Leavitt, WI
Wytold Lebing, MD
Lisa Lee, NY
Grace Lee, NJ
Hayne Lee, AZ
Janice Lee, OH
Jisun Lee, TN
Sandra Lewis, CA
Jessica Lindsey, NC
Edward Lugo, FL
Carol Lustig, MT
Nina Lutz, GA
Carol Maas, CT
Samantha Madonna, NY
Gregory Maldonado, NV
Carol Marchelletta, PA
Anthony Mark, CA
Vickie Marshall, IN
Robert Marshall, AZ
Eric Marta, MI
Atsuko Masuyama, IL
Samantha May, IL
Oksana McCarthy, NC
Nicole McCommon, AL
Catherine McConnell, FL
Lindsay Heston McCranie, GA
Colleen McGary-Smith, MA
Mike McGrath, CT
Catherine Mckiblin, OR
Elizabeth Means, NY
Lisa Merrill, IL
Nicole Michals, VA
Mark Middleton, IN
Brian Christopher Miles, AZ
Kirk Miller, CO
Ethan Miller, TX
Vanessa Mio, ON, Canada
Kevin Miura, CA
Kathleen Mondell, PA
Christopher Moseley, VA
Leah Motl, WI
Georgia Muggli, OR
Maria Munoz-Kilgo, NV
Lauren Murphy, FL
Lauren Murray, NY
Lee Nagel, VA
Erin Napier, MI
Ann Nelson, ME
Cory Neville, PA
Ingrid Nevinger, IL
Debra Nguyen, CA
Quyen Nguyen, CA

Annie Nielson, UT
Deborah Nixon, NY
Jacqueline O'Dowd, NH
Amanda Otey, GA
Alejandro Padro-Fuentes, TX
Jana Paglialonga, VA
Ajay Patel, AZ
Jeana Payne, MD
Jennifer Peters, IL
Grant Pfifer, IN
Javier Pinell, TX
Anthony J. Pinelli, Jr., NY
Evan Pittman, AZ
Michael Plewa, IN
Danielle Poblete, TX
Jessica Popovic, IL
Karina Poyerd, MN
Anna Presler, CA
Brittany Quinn, IL
Nathaniel Quiroz, IL
Manuel Ramos, MO
Jennifer Randle, AZ
David Reesman, GA
Julia Reeves, NC
Lindsay Reisler, MD
Diane Rener, IL
Cynthia Rennick, GA
Angela Richards, PA
Sophia Ro, OK
Sarah Roark, CA
Shana Roberts, AZ
Rose Rodgers, TN
Monica De La Hoz, LA
Carla Rogers, SC
Cassandra Ruiz, IL
Christa Rusher, GA
Mary Jo Rydholm, WA
Danny Sabra, NE
Stephanie Sandritter, FL
Bryce Sanville, WI
Katrina Savitski, TX
Zachary Sawyer, MN
Austin Schlichting, WA
Anne Schreiber, WI
Bernadette Scruggs, GA
Yeonseo Seok, AZ
Ingrid Sevy, TX
Rachel Shapiro, PA
Deborah Sherwood, IN
Erin Shinderman, PA
Daniel Shomper, MD
Arden Shwayder, MI
Ashley Sidon, IA
Melissa Silebi, FL
Jonah Sirota, NE

Deborah Sittko, MN
Monica Sliva, IL
Kiersten Smith, CA
Margaret Smith, FL
Susanna Sonnenberg, PA
Sheridan Spangler, FL
Fred Spano, NC
Celia Sperotto, FL
Edward Staubach, IN
Lyssandra Stephenson, NJ
Henry Stoll, NJ
Colleen Strom, FL
Julie Stuckert, IN
Jessica Stuppy, KY
Stephanie Sussmeier, NJ
Andrea Szarowicz, FL
Kristen Tan, WI
Megan Taylor, PA
Dawn Tedesco, NJ
Valerie Terry, FL
Jonathan Thoma, IA
Matthew Thomas, GA
Timothy Thomas, NV
Shannon Thomas, FL
Ben Thomason, TX
Ning Tien, MA
Jennifer Trainum, AL
Meredith Treaster, NM
Catherine Trumble, IA
Jordan Tupper, TN
Rachel Tweedy, OH
Andrew Uhe, TX
Cindy Uhlemann, MN
Mark Urness, WI
Norm Vagn, FL
Jessica Valentino, MA
Gracie VanDyke, MI
Sofia Velazquez, NV
Anna Ventura, FL
Lisa Walker, Jamaica
Donald Walter, NC
Steven Ward, TX
Brittany Wasko, MO
Troy Webdell, IN
Henry Weberpal, IL
Nick Weiner, KY
Susan Weisner, CA
Kathleen White, GA
Kenneth Whitley, VA
Michelle Wilkinson-Nelson, LA
Kim Williams, NJ
Fayth Williams, AL
Renee Wilson, IL
Mariusz Wojtowicz, AZ
Ann Wood, MI

Alexander Woods, UT
Natalie Wray, PA
Pin-I Wu, FL
Sunny Yam, TX
Alla Yashneva, AZ
Debra Yavitz, NV
Rebecca Yoder, IN
Ka-Wai Yu, UT
Aaron Zemelko, IN
Edward Zunic, OH
Gretchen Zunic, OH

String Industry 
Council

The Chimneys Violin Shop, PA
Jim Clinton Violins, SC
RBC Music Co., Inc., TX
Vamoosh Music, United Kingdom
Wiessmeyer Violins, MA

Institutional
Ball State University, IN
San Jose State University School 

of Music & Dance, CA
University of Missouri-Kansas 

City, Conservatory of Music 
and Dance, MO
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The Right Word(s) at the Right Time
I think that, as teachers, we all can recall moments of epiphany when a word, phrase, image, analogy, parable, or some other 
linguistic	form	that	we	uttered	to	our	students	clicked	with	them,	and	“they	got	it!”	Not	only	did	they	get	it,	but	they	got	
it	immediately,	and	could	execute	the	skill	or	technique	relatively	easily	and	at	will.	Likewise,	we	can	recall	the	same	process	
from the other side; when we were students ourselves, just the right image or words from our teacher “turned the lights 
on”	for	us,	and	we	ran	with	it.	The	premise	of	this	article	is	simple	–	to	explore	this	“happening,”	with	practical	examples	
from	many	sources.		Since	this	is	a	forum	for	the	double	bass,	I	surveyed	well	over	70	double	bass	teachers	in	the	U.S.	for	
their	reactions	to	this	question:	“In	your	life	experiences	as	a	student	and/or	teacher,	can	you	recall	a	moment	(or	moments)	
when a word, phrase, analogy, or some form of imagery so cleared up your or your student’s understanding of the problem 
facing	you	or	them,	that	you/they	‘got	it’	immediately,	and	could	execute	it	right	away?”	I	then	asked	them	to	elaborate	on	
the incident(s). The results were remarkable, as you will soon see. 
	 The	inspiration	for	this	article	came	from	a	classic	example	of	this	phenomenon,	which	I	witnessed	at	an	ASTA	
Convention	in	Chicago	in	the	late	1980s.	I’m	sure	many	of	this	journal’s	readers	will	recall	that	event.	Josef	Gingold	was	
invited to headline a master class of student violinists chosen from a broad area of the country. It took place in a large 
venue	because	a	large	crowd	was	expected,	and,	indeed,	did	materialize.	The	first	student	to	play	was	a	young	girl,	who	I	
believe	was	from	Texas.	She	was	very	nervous…	there	were,	after	all,	several	hundred	string	teachers	in	the	audience	and	
she	was	playing	for	the	legendary	Gingold!	As	she	played	the	first	movement	of	a	Brahms	sonata,	it	was	obvious	from	her	
very	confined	and	“tight”	sound	that	she	was	extremely	tense	and	ill-at-ease.	When	she	finished,	there	was	polite	applause,	
and then Gingold got out of his seat and steadied the girl with that famous gravelly voice: “My dear,” he said warmly, 
“that	was	very	nice,	and	you	are	a	wonderful	player.	Have	you	ever	been	to	France?”	The	girl	was	taken	off	guard	by	the	
question	and	replied	timidly,	“No	sir.”	“Well,	in	France	the	language	is	very	specific	and	means	exactly	what	it	says.	In	
fact, it is the diplomatic language that is used around the world and between countries. So my dear, do you know what the 
French word is for down bow?” “No sir,” she replied. “It is tirez, which means to pull; and the French word for up bow is 
poussez, which means to push. Now I want you to play this movement again and all I want you to think about when you’re 
playing is pulling and pushing the bow instead of upping and downing it.” The student played again, but it was now a 
totally	different	sound…	fluid,	entirely	free	from	tension.	It	was	astoundingly	beautiful!	The	effect	was	so	electrifying,	that	
as the last note sounded, the audience, as one, rose with thunderous ovation. The applause was not only for the student 
performer, but also for the master teacher who so convincingly demonstrated what the right word at the right time can do.
 So what follows is a sampling of just that -- the power of “the right word(s) at the right time.” It is in no particular 
order	or	scheme,	and	represents	approximately	45	percent	of	all	the	responses	I	received:

by Larry Hurst

•	 Orhan Volkan, University of Iowa – Many years ago, 
I	had	a	student	playing	Koussevitzky’s Chanson Triste. 
The student was having a hard time with reflecting the 
overall	expression	of	the	piece.	We	started	talking	about	
ways to tell the story and I likened the harmonics of the 
introduction to “tear drops.” The result was phenomenal. 
Ever since, I always use this analogy with the same great 
results.

•	 Hal Robinson, Curtis, Juilliard, Principal Bass, 
Philadelphia Orchestra – “Your	sound	is	the	window	to	
your level of tension.” One can clearly hear when there is 
any unnecessary muscle use, clenching, overuse through 
the purity of one’s tone.  “Consistency is the mother 
of musicality.” One has to have control over strokes, 
rhythm, and pitch to be able to shape phrases.

•	 David Moore, USC, Los Angeles Philharmonic – A 
phrase that I use often with my students is “Intonation is 
like a dog in that it can smell fear.” Sometimes students 
mistake caution for care, and their hesitancy prevents 
them from developing the consistency that (even false) 
confidence can help mold.

•	 Tim Pitts, Shepherd School of Music, Rice University 
– During my freshman year, my teacher, Lawrence 

Wolfe said, “Every note has two ends; good players are 
only concerned with the front end, but great players give 
equal thought to the other end.” This became my mantra 
in my own playing and later in my teaching.

•	 Peter Lloyd, Colburn Conservatory – Riccardo Muti 
once shared with me something that the legendary 
music	director	of	the	Berlin	Philharmonic,	Herbert	van	
Karajan,	once	said	to	him:	“To	be	a	successful	director	
of	an	orchestra	you	must	be	willing	to	say	the	same	30	
things	for	30	years.”	At	that	very	moment	it	occurred	
to	me	that	this	axiom	is	true	in	order	to	be	a	successful	
teacher	and	mentor.	There	must	be	a	central	theme	(“30	
things”) to what we impart to our students.

•	 Paul Robinson, The Ohio State University – I once 
had a student who was shy about adding intensity to a 
very	sad	piece.	I	finally	stopped	him	and	said,	“Play	it	as	
if you just heard that the worst bully in town deliberately 
ran over your dog with his car.” Immediately, my student 
played with an intense pathos that I previously had not 
heard	from	him.	It	worked!

•	 Brian Powell, University of Miami – My teacher 
on	several	occasions	said	to	me,	“Having	a	successful	
performance is much like successfully flying an airplane 
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Bass Forum
…	the	two	most	crucial	aspects	of	it	are	the	take-off	and	the	
landing.” That proverb has since affected the way I prepare 
my performances. Making sure that I have addressed all the 
technical, musical, and mental aspects to get off on the right 
foot and making sure I leave a great last impression has served 
me	well	over	the	years…	and	I	have	passed	it	on	to	my	own	
students.

•	 Mark Morton, Texas Tech University – When a student 
is rushing, I have found that he or she will almost always 
immediately correct the situation when I calmly say the word 
“steady.” This has taught me to do my best as a teacher to 
avoid negative instruction, in particular eschewing the use of 
“Don’t (fill in the blank).”

•	 Ju-Fang Liu, Principal, Indianapolis Symphony – During 
a lesson in which I was studying spiccato, I was making more 
off-string “noises” than actual music. So my teacher asked me 
to look up the meanings of “music” and “sound.” Like a good 
student,	I	looked	them	up	in	the	thick	Oxford	Dictionary	
of Music at the library (Google was not yet available). The 
definitions	read:		“Music	–	vocal	or	instrumental	sounds	(or	
both) combined in such a way as to produce beauty of form, 
harmony,	and	expression	of	emotion.	Sound	–	vibrations	that	
travel through the air or another medium and can be heard 
when they reach a person’s or animal’s ear.” I then realized that 
what my spiccato lacked was a beautiful sound. As a result I 
began letting the bow hang on the string a little longer than 
before, which made a huge difference. 

•	 Owen Lee, Principal, Cincinnati Symphony – I was doing a 
masterclass at IU recently and had one of my better moments 
of RWATRT (Right Word At The Right Time) as a teacher. 
I was trying to get a student to play cleaner, without bow 
scratch	noises	or	hitting	other	strings.	I	said,	“You	know	when	
you swish a basketball you say ‘nothing but net.’ Well, I want 
to	hear	nothing	but	NOTE!”	The	whole	class	roared	with	
laughter, and I felt like the greatest comedian since Seinfeld. 
It	evidently	really	worked	because,	on	the	next	try,	the	student	
played astoundingly cleaner.  

•	 Orin O’Brien, New York Philharmonic, Manhattan School 
of Music – When I first went to study with the legendary 
Fred Zimmermann, I had only studied the bass a couple of 
years. Most of us were using gut strings in those days, and for 
some reason I was using way too much wrist motion on bow 
changes. One day in a lesson Fred told me after I had flipped 
my	wrist	on	several	bow	changes,	“You	are	letting	the	tail	wag	
the	dog!”	It	was	exactly	then	that	I	realized	that	I	myself	had	to	
control every motion of the bow.

•	 Jeff Bradetich, North Texas University – One of my finest 
former students with numerous CD’s to his credit used to 
struggle	considerably	with	pitch.	He	tried	everything	from	
tuners to tactile memory to recording himself, but progress was 
slow.	He	eventually	put	dots	on	his	fingerboard,	and	by	having	
a	constant	visual	reference	conquered	one	of	the	most	difficult	
aspects	of	bass	playing.	For	this	student	the	“Aha!”	moment	
was a visual landmark on the fingerboard; not the final step to 
intonation, but in this case a big door to success.

•	 Jack Budrow, Michigan State University – Early in my 
career I had the opportunity to take a few lessons with 

Tom Monohan, who later became the principal bassist of 
the Toronto Symphony. In one of those lessons, we were 
working on the first movement of the Seventh Symphony of 
Beethoven.	The	rhythm	was	killing	me	–	I	simply	couldn’t	get	
the precise articulation of the passage. Tom looked at me and 
said, “I want you to say the following phrase over and over 
again.	Pig,	the	Big	Pig,	the	Big	Pig,	the	Big	Pig…”	I	did	so,	
and I’ve never had a rhythmic problem with that movement 
since. It is such a sure thing that I use it with every student 
that studies this work with me.

•	 Leigh Mesh, Principal, Metropolitan Opera Orchestra – I 
once had a student who needed to get the bow off the string 
more elegantly and therefore get a more ringing sound. I 
demonstrated for him and at the end of the stroke added the 
words “follow through.” The minute that was mentioned, 
a	light	bulb	went	off	in	the	student’s	head.	He	was	an	
accomplished	student	of	the	martial	arts.	He	said,	“This	is	
just	like	breaking	a	board	with	your	hand.	You	need	to	fluidly	
punch through it, not stop at the board when it breaks.” It 
worked immediately for him.

•	 Lucas Drew, Prof. Emeritus, University of Miami – When 
dealing with vibrato, I tell the student to use the entire 
forearm, feeling as though “someone is tickling your elbow.” 
Using this imagery almost always works in making sure the 
vibrato is initiated from the proper source in the arm. 

•	 Jeff Turner, Principal, Pittsburgh Symphony – When Lorin 
Maazel promoted me to the principal position, he took me 
into	his	office	and	said,	“I	have	two	words	that	I	want	you	to	
remember:	example,	and	nurture.	Example	is,	by	far,	the	most	
effective tool you have, and ever will have, as a principal. If 
you consistently do your job the way you want the members 
of your section to do theirs, you will need very few words 
–	anything	you	say	will	pale	in	comparison	to	the	example	
you set. The other important tool you have is nurture. If you 
can stay focused on nurturing every person in your section, 
including the most senior members, you have a chance to 
make a real team, rather than just a row of players.”

•	 Gary Karr, International Concert Soloist – For me, one of 
the most seminal moments of my career came from my teacher 
and	mentor,	the	singer	Jennie	Tourel,	who	said,	“You	must	
breathe like a singer and make the double bass your voice.” She 
made me realize how much I love the sound of the bass and, if 
I could actually sing, how much I would like to sound like my 
double bass.

•	 Eugene Levinson, Juilliard School – Once I had a student 
who	was	having	difficulty	understanding	the	concept	of	
“contact	point”	in	the	bow.	He	was	an	avid	tennis	player	and	
I told him that in tennis the sensation of feeling the ball with 
the webbing of the racket just a millisecond before following 
through	with	a	stroke	was	the	exact	equivalent	of	what	he	
should	be	doing	with	the	bow.	He	immediately	got	it!	I	felt	
like	a	doctor	who	had	just	prescribed	a	magic	cure-all	pill!

•	 Nicholas Walker, Ithaca University – When I was studying 
with the great French virtuoso Francois Rabbath in 1994, 
an	exchange	might	have	sounded	something	like	this:		FR	–	
“Why?”	NW	–	“Why	what?”	FR	–	“Why	you	do	that?”	NW	
–	“Why’d	I	do	what?”	FR	–	(silence,	stillness)	NW	–	“Why’d	I	
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…	use	the	third	finger…	Because	I’m…	But	then	my…	
Ohh…	So	if	I	use	my	second…	Aha!”	Questions	can	
contain the answer within, and Rabbath helped me to 
build the habit of asking myself this simple question: 
“Why?”

•	 Bruce Bransby, Indiana University Jacobs School of 
Music – My teacher, Nat Gangursky, was an organized 
teacher, and through our first few lessons would not 
let me play anything until I had mastered the art of the 
legato bow change. With his intricate technique the 
string never stopped vibrating, therefore giving the effect 
of	endless	sound.	Problem	was,	I	didn’t	understand	that	
there were times when strokes like on the string staccato 
and spiccato demanded articulation. One day a visitor to 
my	lesson,	Herman	Jobelman,	felt	compelled	to	get	up,	
grab my bow, and show me what it was that he thought I 
needed	to	correct.	He	said,	“Hold	firm.”	I	instantly	knew	
what	he	was	talking	about…	feel	the	attack	in	my	fingers.	
Those	words,	“Hold	firm,”	probably	had	more	influence	
on my playing and career than any other single thing.

•	 Paul Erhard, University of Colorado – One of the 
most	fundamental	ABCs	of	double	bass	playing	is	the	
motto,	“Always	Be	Counting.”	A	few	years	ago,	a	high	
school senior came to me for her first lesson just before 
her chair placement audition for the Colorado All State 
Orchestra. While her playing was strong, rhythmic 
inconsistencies indicated a need to focus on counting. 
Hearing	from	me,	“The	ABC	of	double	bass	playing	is	
always be counting,” she began to focus on this aspect of 
her playing in the auditions. The result was that she was 
named principal, and has blossomed into a strong leader 
in orchestra and other ensembles.

•	 David Murray, Butler University – I often talk about 
the weight of the bow into the string and the weight 
of the right arm. When I mention that the bow is like 
peanut	butter	–	smooth,	thick,	and	sticky	–	students	
understand how the bow should relate to the string and 
feel the contact with more weight. Very simple but very 
effective.

•	 Donovan Stokes, Shenandoah Conservatory of Music 
– Sometimes the right word comes and I don’t realize it 
happens. I had one student who often “flew by the seat 
of her pants” with fingerings of lyrical passages, even if 
I was specific in giving them. Off-handedly, I said that 
“not having a specific fingering for every note is like 
rolling	dice:	You	might	get	it	this	time,	or	you	might	
not.	You	ought	to	consider	being	more	regimented,	
even	with	lyrical	passages.”	The	next	week	she	came	
in, and played the assigned movement flawlessly. I 
commented on how much improved her accuracy was. 
She immediately responded with, “I didn’t want to roll 
the	dice	anymore!”

•	 Kurt Muroki, Indiana University Jacobs School of 
Music – “Play	through	the	movement	using	ponticello”	
was a short blurb that stuck with me when I watched a 
quartet coaching by the wonderful musician and teacher 

Donald Weilerstein. The purpose of this rehearsal 
technique is to help ensembles hear rhythm and clarity 
down to the smallest detail due to the bright nature of 
ponticello, as well as brightening up the sound. I use this 
technique often with fantastic results. 

•	 Derek Weller, Interlochen Arts Academy – I had 
prepared	the	first	etude	of	the	Kreutzer	Studies	for	
my lesson while on the Interlochen campus one 
summer. I was proud of myself because I could play it 
at a relatively quick speed and relatively in tune. My 
teacher congratulated me and then asked me to play 
it again without scratching a note on every line of the 
etude. I remember thinking that that was probably an 
unrealistic request. It was, after all, a bass, and didn’t we 
routinely make scratching noises? The word “scratch” 
was the right word at the right time for me. Ever since 
that time, I have felt empowered to create a better, 
more	sophisticated	sound	on	the	instrument	–	without	
scratching.

•	 Catalin Rotaru, Arizona State University – During 
a recent masterclass, a student was using a very rough, 
aggressive bow stroke in a situation that required a soft, 
delicate bow stroke. I asked him if he’d ever seen a cat 
walking on top of a very narrow fence, with the delicacy, 
elegance and precision of her steps. Immediately he was 
able to adjust the bow speed and pressure, and obtain 
the right sound for the specific passage.

•	 DaXun Zhang, University of Texas, Austin – After 
my first professional recital, which my teacher attended, 
he commented to me on how “slow and unwilling” I 
seemed to walk out for the first piece. Then it hit me, 
how	could	I	make	the	audience	excited	if	it	appeared	
that	I	was	not	excited	to	be	there	myself?	I	carry	that	
advice with me today. 

•	 Ed Barker, Principal, Boston Symphony, Boston 
University – Just	about	everything	Henry	Portnoi	said	
to me in lessons left a lasting impression on me. One 
such statement was, “The quality of your intonation 
will have a direct bearing on your standard of living.” 
Another timeless saying of his was, “Inspiration is useless 
if	you	play	out	of	tune!”

Lawrence Hurst began his musical studies at 
the age of four, and at 13, took up the 
double bass. He began his professional 
career as principal bassist with the Dallas 
Symphony under Sir Georg Solti. He joined 
the faculty at the University of Michigan, 
School of Music in 1964, and in 1986 joined 
the Jacobs School of Music (Indiana 
University) where he chaired the String 
Department for 25 years. In 1967, he 

began teaching at the famed Interlochen Arts Camp and has 
taught there every summer since. In 2005, he was given ASTA’s 
Artist Teacher of the Year Award, and, in June, 2013, the 
International Society of Bassists (of which he is past president) 
gave him their top honor, the Distinguished Achievement Award.
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Playing	chamber	music	is	one	of	life’s	great	pleasures.	The	
literature	is	wonderful,	of	course.	But	there	also	is	the	joy	
that	comes	with	shared	experience.	At	its	best,	chamber	
music requires developing profoundly human musical 
relationships that are intuitive and creative, intimate and 
vulnerable.	Yet,	many	students	find	it	difficult	to	access	these	
deeper levels of communication. Some, having never felt 
such intensely personal musical intimacy, simply don't realize 
the possibilities. Others may sense hidden depths, but are 
reluctant	or	unable	to	lower	their	emotional	defenses.	Because	
achieving	these	relationships	is	critical,	this	article	explores	
some ways in which we can help our students get the greatest 
rewards from chamber music performance.
	 How	do	we	help	our	students	enter	a	world	of	artistic	
communion? First things first, of course. We must lay a 
strong foundation by teaching the techniques of deliberate, 
structured practice. This involves aural, visual, and 
analytical work. We put our students through rhythmic 
exercises,	induct	them	into	the	mysteries	of	intonation.	We	
encourage them to breathe and move together. We insist 
they analyze a piece as a crucial step towards crafting a 
thoughtful, unified interpretation. With all that in place, 
each player must engage with the entire score so as to create 
a whole that is greater than the individual parts. 
 As teachers and coaches, we must help students do 
even	more.	Below,	I	present	various	extra-musical	exercises	
that engender awareness and emotional connections within 
an ensemble.

To See or Not to See
A high level of physical integration is a clear indication 
that the players are responding to and valuing one another. 
Visual	cues	are	one	avenue	to	unified	playing.	Yet,	too	
often, because students are watching and responding, they 
assume they are developing their listening acuity. This is not 
necessarily the case. 
 What happens if students play “blind?” Initially, chaos. 
But	as	necessity	forces	their	listening	to	become	more	
sensitive, new levels of insight unfold. I often ask ensemble 
members to spread out, turn their backs to each other, and 
then play. (No talking allowed.) It generally takes a few 
attempts to get in sync, but as students learn to listen more 
closely, the ensemble improves. In the process, students 
discover that visual cues can offer a false clarity. Seeing 
might be believing, but for musicians, listening is the key. 
	 Let’s	consider	the	opposite	extreme—when	visual	
aspects are over-stimulated. Occasionally, I have students 
stand as close together as possible, staring into each other’s 
eyes	while	playing.	Unless	there	is	a	strong	preexisting	bond	
between them, this “in-your-face” maneuver invariably 
evokes embarrassed giggling. Students are uncomfortable 
entering each other’s space. The intimacy of such a sustained 
and penetrating gaze can be most uncomfortable, even 

threatening. Students’ nervous laughter is a symptom 
of	their	discomfort.	Here	they	discover	that	there	are	
psychological walls separating them from their partners. 

On the Move
I have found one of the most immediate paths to the kind 
of deep connection required in chamber music is through 
dance and movement. A lifelong dance devotee, my current 
favorite style is Argentine tango. Additionally, I have been 
fortunate to collaborate on multiple occasions with Olivier 
Besson,	a	colleague	who	teaches	dance	improvisation	at	The	
Boston	Conservatory.	
	 For	Besson,	
improvisation is 
“unpredictable and risky,” 
a state that develops 
awareness by increasing 
vulnerability and leveling 
the playing field. Last 
spring	I	invited	Besson	
to give a session for my 
weekly string seminar. 
His	improvisation	
exercises	were	aimed	at	
increasing body and mind 
connections, and to get 
students engaged in high-level, non-verbal communication. 
As the class progressed, students found the immediacy and 
emotional potential of improvisational dance a revelation, 
beginning with a newfound awareness of space. It was clear 
from their weekly reflections that the class made a strong 
impression. (I have included a small selection of their online 
journal entries at the side.)  
 Although the class began with individual movements 

and tasks, I will 
only describe 
partner activities 
that are particularly 
relevant to the 
chamber music 
experience.	

Mirroring
Studies in 
psychology have 
shown that 
people engage 
in unconscious 
mimicry, which 
plays an important 
role in creating 
strong social 
bonds.1 For my 

Chamber Music: It’s Your Move
by Sharan Leventhal

"I	loved	it.	It	was	
wonderful	.	.	.	I	enjoyed	
dancing	(mirroring)	with	

my	partner,	because	
the	way	we	ended	up	

dancing	was	so	different	
than	the	way	we	were	
at	the	beginning	of	the	
class.	Somehow	we	

learned	to	anticipate	to	
each	other	and	connect	
in	a	beautiful	way."

“When	you	were	the	follower,	
you	had	to	be	on	the	edge	
and	anticipate	what	your	
partner	would	do	next.	It's	the	
nanosecond	anticipation	that	
really	fascinated	me	with	this	
exercises.	I	also	wonder	how	
I	can	now	implement	these	
exercises	when	I	have	my	own	
chamber	group	at	the	chamber	
music	festival	I'm	participating	
in	this	summer.	After	all,	I	felt	a	
stronger	bond	with	my	partner.	
We	were	both	able	to	anticipate	
the	movements	from	each	
other	and	have	fun	during	the	
process!”
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music	students,	conscious	imitation	within	the	context	of	a	dance	
class seemed not only to accelerate social bonding, but also laid 
the groundwork for truly creative artistic collaboration.
 During the class, Olivier 
offered	several	partner	exercises	
using mirroring, in which the 
initiator focused on projecting 
physical clarity while the 
responder	harmonized.	Exercises	
progressed from simple to 
complex,	with	each	succeeding	
exercise	building	on	concepts	
introduced in the previous one. 
Although	these	exercises	sound	
rudimentary, they demand 
enormous concentration. Initially 
the students were tentative, and 
(perhaps defensively) skeptical. Their discomfort eventually gave 
way to enthusiasm as they fully entered into the spirit of the 
activities.
 Students divided into pairs, with each playing a role: initiator 
or responder. Seated comfortably on the floor, the responder 
mirrored her partner, who moved only one hand. After a few 
minutes, the students switched roles. 
	 Next,	attentive	(and	physical)	demands	were	raised	as	students	
used both hands simultaneously. After taking turns as leader 
and	follower,	the	exercise	became	more	subtle.	Pairs	engaged	in	
mirroring	without	leading.	When	the	exercise	was	proposed,	
the	students	responded	with	disbelief.	How	could	it	work?	They	
would end up sitting there, they complained. That was not what 
happened, however. Movement began gently, then unfolded with 
an odd sense of inevitability. It was fascinating, and even more 
effective at removing unseen barriers between participants.
	 As	the	sequence	of	exercises	evolved,	we	moved	to	mirroring	
while	standing.	Mobility	was	added	to	the	mix.	The	pairs	could	
move forward and backward, and side-to-side, adding an element 
of freedom and risk. Attention had to be sharpened. Responses 
had to be quick and fluid. Otherwise, the mirroring partner 
would be left behind.
	 Finally,	the	individual	pairs	continued	the	exercise	in	the	
midst	of	a	larger	group.	Partners	were	placed	on	opposite	sides	

of a giant imaginary 
mirror. Those on one 
side of the line initiated 
action, and those on the 
other side responded. 
Each pair continued 
to reflect only each 
other, each remaining 
on his side of the line. 
Partners	could	now	
move between, and 
play around the other 
participants—perhaps 
incorporating them 
into their own actions, 
teasing, and even 
causing a little bit of 
good-natured trouble.   

Positive and Negative Space
After	the	mirroring	exercises,	we	moved	on	to	a	different	mode	
of	interaction.	We	explored	solid	objects	and	(as	Besson	termed	
it, the “negative”) space surrounding them. The students kept 
working in pairs, alternating active and passive roles. Initially, 
the passive partner became the solid object by assuming a pose. 
The	active	partner	explored	the	resultant	negative	space,	moving	
around, over and under, but always without touching the poser. 
Students	experimented	with	distance	and	variety	of	movements.	
They found it took considerable concentration to move close to, 
yet avoid touching their partner. 
	 Next,	the	“moving”	
partner took on the 
responsibility of 
manipulating the shape 
of the poser, moving head 
and limbs. The poser 
offered no resistance, but 
was required to maintain 
the given shape. After 
taking turns in each role, 
the	exercise	became	more	
demanding, as partners 
changed roles mid-stream 
when Olivier called out, 
“Switch!”	
 Finally, each pair 
took control of their own 
experience.	The	dancer	
whispered “switch” to 
exchange	roles	with	her	partner.
 Interestingly, students discovered that after participating 
in these activities, staring into a partner's eyes did not provoke 
uncomfortable laughter. Instead, there was a sincere, intense effort 
to reach out—to “find” each other. Through movement they 

had investigated thoughts, 
feelings, ideas, desires, and 
their own body's capacity 
for movement invention. 
It required inhabiting the 
moment, being fully "present" 
to whatever ideas and actions 
might unfold.
 The session was profoundly 
affecting for the students, 
and the relationship to their 
work as chamber musicians 
was immediately apparent. I 
have successfully used these 
exercises	on	other	occasions,	
most recently with students at 
the	2015	Wintergreen	Music	
Festival.

It Takes Two to Tango
I use Argentine tango, an improvised social dance, as a 
pedagogical	tool.	Its	technical	intricacies	are	more	difficult	to	
access than the movement improvisation described above, but 
tango highlights an inner, physically-driven impulse shared 

“I	have	already	
brought	some	of	the	

activities	into	my	
string	quartet,	and	we	
had	a	great	time	with	
them!	The	mirroring	

really	underscores	the	
importance	of	being	

clear	in	your	intentions.	
It's	so	fun	to	figure	out	
how	to	forecast	every	

movement.	Thank	you!”

“I	felt	like	if	I	were	to	now	play	
duets	with	___,	we	would	be	
greatly	connected.	I	wonder	
if	my	current	chamber	group	
did	this,	if	it	would	help	us	to	
connect	on	a	new	and	refreshing	
level.	I	think	that	this	can	be	
a	great	exercise	for	chamber	
groups.	We	always	tend	to	
focus	just	on	the	music	aspect,	
but	people	who	are	connected	
through	movement	and	their	
energy	are	always	the	greatest	
partners	when	playing	and	
performing.”

“I	found	myself	reflecting	on	
the	concept	of	boundaries	
and	personal	space.	It	took	
most	of	the	class	for	the	

laughter	to	subside,	and	for	
the	participants	--	myself	

included	--	to	give	themselves	
over	to	Olivier's	exercises	and	
experiments.	But	by	the	end	
of	the	class,	I	was	genuinely	
enjoying	‘dancing’	with	my	
partner,	and	it	felt	like	we	

had	achieved	an	odd	kind	of	
intimacy.	A	few	minutes	later,	I	
couldn't	believe	that	I	had	been	
so	close	to	a	relative	stranger.”

“This	class	was	just	
like	chamber	music.	I'm	
surprised	I	never	noticed	
this	parallel	before!	It	
definitely	sheds	new	light	
on	the	communicative	
aspect	of	chamber	playing.	
I	think	I	do	a	lot	of	this	
simultaneous	acting	and	
reacting	in	chamber	music,	
but	it	could	be	really	
interesting	to	bring	it	to	a	
conscious	level	the	way	we	
did	in	class.”
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between the dancers 
and an all-important 
constant feedback loop. 
Together, the dancers 
interpret the music, 
an activity surprisingly 
akin to playing chamber 
music. This past semester 
I offered two tango 
workshops to my string 
seminar class with the 
help of Robert Grady, a 
Boston-based	painter	and	
tango buddy.
 Tango partners have clear roles of leader and follower. 
In spite of the implications of the words, each of these roles 

is active. Every “lead” is 
only an invitation, and 
following is far from 
passive. Dancers must 
be deeply aware of their 
partners	–	where	they	are	
in space (their physical 
center	or	axis)	and	the	
way they move. The 
quality of each step (its 
direction, size, speed, 
and energy) is contained 
in the intention of the 
leader. This intention is 
communicated through 
the core connection. 
There is a sequence of 
sensations inherent 
in	each	step	–	basic	

connection, compression, release, and return to connection. 
Taking	time	to	explore	
connection, to “listen” 
to your partner, without 
the worry of playing an 
instrument can have a 
huge impact on chamber 
musicians. The similarity 
between tango and 
chamber music lies in 
establishing strong lines 
of communication. As in 
the improvisation session, 
students take turns leading and following. We begin with 
partners standing face-to-face, about one foot apart, hands 
raised, palms outward. I ask them to just barely touch each 
other, so that the sensation is only skin deep. They then 
progressively sink their awareness into their partner’s hands, 
then arms, and finally try to imagine an encircling embrace 
with an awareness of the floor down through their partner’s 
spine and legs. With this, they automatically put more and 
more weight into the contact. Once they “feel the floor,” 
they are asked to release most of that weight (returning to 
about the hand depth of pressure), while trying to retain the 

heightened awareness of their partner. Then they take turns 
increasing and matching pressure in the hands. 
	 Next	they	try	leading	simple	changes	of	weight.	(In	
tango, one's weight is rarely on both feet.) When that feels 
clear, they attempt to lead a step forward (for the leader) or 
to the side. It can be easier to begin side-by-side with elbows 
linked and both dancers walking forward, before moving 
to a practice frame, with the follower placing hands on the 
front of the leader’s shoulders. The lead comes from the core 
(not the hands or feet), and the follower will get a very clear 
message this way. (It is crucial the follower receives the lead, 
and the leader feels the follower accept it. If not, the leader 
is in danger of stepping on their partner.) They continue 
exploring	the	difference	between	weight	changes	and	a	step,	
playing with sending the lead into the follower's free leg. In 
all	these	exercises,	awareness	of	one's	partner	(where	they	
are in space and how they covey their intentions, respond 
to a lead, control their 
own	axis,	etc.)	is	the	main	
objective. 
	 We	explore	the	
limits of resistance, from 
nonexistent,	with	the	
follower anticipating 
every move (almost 
running away from the 
leader),	to	extreme,	where	
the follower becomes 
an immovable object. 
Obviously, somewhere in 
the middle, creating an 
elastic, responsive connection, is the most rewarding. 
	 The	affinity	between	the	tango	and	chamber	music	
is so strong, I have found that an element of the dance’s 
physicality can easily be applied directly to ensemble playing. 
I stand two members of the group back-to-back, touching 
so they literally feel each other’s movements while playing. 

The awareness 
gained through 
this physical 
contact 
produces 
spectacular, 
and almost 
instantaneous, 
results. Fuzzy 
ensemble 
becomes 
razor sharp. 
Each player 
is physically 
invested in the 
connection, 
gains a visceral 
understanding 
of what it 
means to invite 
their colleague 

to join their flow, and feels what that joining means. 

“It	was	a	very	interesting	
experience	finding	out	how	

many	things	tango	and	
playing	have	in	common	

.	.	.	the	agility	of	the	
movements,	the	sensuality	

and	communication	
between	two	people	

without	the	use	of	words	
should	all	be	involved	in	

the	act	of	playing.”

“It	was	very	interesting	to	
see	how	both	leading	and	
following	require	equal	
engagement,	and	that	
different	aspects	make	
each	of	them	difficult	.	
.	.	For	me,	it	was	that	
leading	required	me	to	
be	decisive,	and	that	
following	meant	never	
disengaging	from	the	
leader.	I	also	love	that	the	
follower	can	resist	a	lead,	
so	they	actually	have	
quite	a	lot	of	control	over	
the	situation.”

“It	is	another	way	
(perhaps	for	some,	
an	even	more	direct	
way)	to	work	on	

the	communication,	
connection,	

synchronicity,	and	
conveying	intent	in	
chamber	music.”

“…	It	was	just	like	
playing	chamber	music;	
you	have	to	open	your	

senses,	listen	to	music	to	
follow	the	groove,	feel	the	
weight	of	your	body	and	
find	the	balance	not	only	
in	your	body	but	between	

you	and	your	partner.	
Really	communicate	with	

your	partner…”

“It	seems	that	so	much	of	
the	collaboration	in	tango	is	
equivalent	to	collaboration	in	
chamber	music,	just	realized	in	a	
different	form.	In	order	to	move	
with	your	partner,	you	have	to	
establish	this	kind	of	connection	
with	them,	and	then	convey	your	
intent	so	that	everything	that	you	
do	is	completely	together.	This	is	
something	I	already	understood	
conceptually	for	chamber	music,	
but	the	tango	experience	provided	
extremely	clear	and	tangible	
feedback	when	any	part	of	these	
steps	succeeded	or	failed.	That	
sense	of	connection	from	the	class	
is	hard	to	forget.”
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And In the End . . . 
Ultimately,	it	is	the	joy	of	connection,	the	exhilaration	of	
merging with your fellow ensemble members, and the joint 
effort that produces beautiful sounds, that makes chamber music 
an	experience	like	no	other.	Creating	opportunities	to	isolate	
that aspect of ensemble playing allows students to discover, 
explore,	and	refine	their	capacities	to	communicate.	It	will	help	
them become more sensitive chamber musicians; to perceive, 
experience	and	respond	to	one	another;	and	also	to	develop	more	
confidence and groundedness. 

Sharan Levanthal, violin, has toured four continents 
as a soloist, chamber musician and teacher. She 
has received grants from the NEA, the Aaron 
Copland Fund for Music Recording, Chamber Music 
America, and the Fromm and Koussevitzky 
Foundations, and has premiered well over 150 
compositions. Leventhal is a founding member of 
the Gramercy Trio, Kepler Quartet, and Marimolin. 
Recordings appear on the New World, Northeast-

ern, Newport Classic, Naxos, GM, and Catalyst labels. She teaches at 
the Boston Conservatory of Music and is founder and director of Play 
On, Inc., a nonprofit supporting chamber music programs for children.

1	Rick	van	Baaren,	Loes	Janssen,	Tanya	L.	Chartrand,	and	Ap	Dijksterhuis,	
“Where	is	the	love?	The	social	aspects	of	mimicry,”	Philosophical	Transactions	of	the	
Royal	Society	B,	364	(August	2009):	DOI:	10.1098/rstb.2009.0057.
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Part One – The Application Process

Music degrees are different than the typical undergraduate degree. 
To begin with, they require a great deal of specialized instruction; 
in order to graduate within four years, music students must 
begin major coursework in their first semester on campus. While 
their peers will change majors multiple times, music students 
will decide on their major prior to even applying to college. 
Music degrees also require an additional element to the typical 
undergraduate application: the audition.  
	 Parents	of	music	students	often	feel	they	don’t	understand	
this specialty degree well enough to adequately navigate the 
admissions and audition process. This article is the first in a 
three-part series to provide insights into music degrees for string 

students and their families. In this first segment, questions about 
the	application	process	are	examined,	including	when	to	start	
looking at schools, how to determine which degree program is 
right for you, and what you should look for in a music school. 
The second installment will focus on auditions, and the third will 
offer advice on how to make the most of college once admitted 
and enrolled. 
 Notable string teachers from a variety of institutions and 
specialties have contributed their advice to this series. The 
teachers represented include pre-college teachers who regularly 
prepare students for college auditions, as well as collegiate string 
teachers	from	multiple	institutions.	Please	visit	astaweb.com	for	
the complete questionnaire used in writing this article and full 
responses from each participating teacher.

Everything	You	Need	to	Know	from	Application	to	Graduation
Part	1	(Part	1	of	a	3-part	series)

Music 
Degrees 

by Hillary Herndon
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Contributors include:  
Kathryn	Dey,	Viola	Instructor,	South	Carolina	Governor’s	

School	for	the	Arts	and	Humanities
James	Dunham,	Professor	of	Viola,	Shepherd	School	of	Music,	

Rice University 
Natasha	Farny,	Associate	Professor	of	Cello,	SUNY	Fredonia
Lin	He,	Associate	Professor	of	Violin,	Louisiana	State	

University
Sidney	King,	Assistant	Professor	of	Double	Bass,	University	of	

Louisville
Christine	Rutledge,	Professor	of	Viola,	University	of	Iowa
Nicolette	Solomon,	Executive	Director,	Suzuki	Institute	of	

Dallas 
James	VanDemark,	Professor	of	Double	Bass,	Eastman	School	

of Music 

This	article	is	by	no	means	exhaustive,	and	readers	are	strongly	
encouraged to ask questions of their private teachers and to reach 
out for advice from professionals in their specialty of interest.

Timeline
Music students often are surprised by how early they should begin 
thinking about college. In order to understand why, it is helpful 
to work backwards through the audition and preparation process. 
Admittance to music school is dependent upon both a successful 
application and audition. Applications are typically due in the 
fall of the senior year of high school, and auditions occur in early 
spring	(late	January	-	March.)	Preparation	for	these	auditions	then	
should begin by the summer before senior year. As each school 
has its own audition repertoire, students need to be fairly certain 
of where they plan to apply by the end of their junior year. For 
this reason, most teachers recommend students start considering 
college options as early as possible.

“Students should start looking at music schools of any persuasion 
by their junior year in high school, at the latest. There are often -- 
but not always -- so many complications in making an informed 
decision about school, that the earlier one begins the investigation 
the better. The earlier a student can go to schools, take tours, meet 
students and, particularly, take a lesson and converse with the 
prospective teacher, the better.” 
 - James VanDemark

“It’s never too soon to start investigating degree programs, teachers, 
and schools. Visiting colleges, meeting prospective faculty, talking 
with peers about their thoughts, etc. can start as early as sophomore 
year -- especially since students may change their minds as they 
begin to gather information. Certainly by the middle of junior 
year students should have a clear idea of their intended degree, a 
list of schools that interest them and then begin focused research 
and visits. Visits should start spring semester of junior year and 
ideally take place when school is in session. Summer visits are 
just nice opportunities to look at buildings and give very little 
information about the faculty and student body. Performance 
orientated music students need to move sooner on all this than 

some of the other degree candidates in order to begin meeting 
studio teachers and identifying matches that are positive.”  
  - Kathryn Dey

“The pre-application starts, psychologically, years before the actual 
application. Start building up performance programs from a few 
years before application. Discussions and conversations about this 
career path should take place every few months in lessons, and 
attending relevant summer schools will help guide the student.”  
 - Nicolette Solomon

“Serious students (and their teachers) often begin thinking about 
this during early high school years so that summer programs can 
be chosen to meet and work with potential teachers. Campus 
visits often begin in the spring of junior year, although fall of 
senior year works, too.” 
 - James Dunham

Degree options
There are a variety of degree options available to string students, 
including	the	Bachelors	of	Music	Degrees	in	Performance,	Music	
Education,	Sacred	Studies,	Theory	and	Composition;	Bachelors	
of Arts degrees with specialties in Applied Music or Music and 
Culture, and minors in music. Some schools will offer all of these 
degree programs, while others might offer fewer. In addition 
to these degree choices, students should consider what type of 
institution they are interested in. Music conservatories, state 
universities, and liberal arts schools all have slightly different 
course requirements.
 Most institutions will include the program requirements for 
each degree program on their website. Spend some time looking 
through	these	to	understand	what	is	expected	of	students	at	each	
school. Academic grades and standardized test scores are weighted 
differently in the admissions process for state universities and 
conservatories. Conservatories might not request SAT scores, but 
many state schools will have minimum score and grade levels that 
cannot be worked around for even the most talented student. 
Students should make an honest assessment of their strengths 
and weaknesses as a student to determine what type of school and 
degree	program	they	can	excel	in.

“I feel the first thing students should do is identify their strengths 
and interests as people and musicians. This helps them to think 
about what degree program will best fit them and help them grow 
in healthy ways to reach their goals. Students considering music 
as a career also need to make sure they have a clear and realistic 
picture of the current music industry so they can be prepared to 
participate in it upon graduation. Obviously a teacher or mentor 
can be very helpful at this stage. I require all my ‘intended music 
degree students’ to meet with me in the middle of junior year with 
their parents to talk about all of this.  That way everyone is on the 
same page as the process begins.”   
 - Kathryn Dey

“Students considering a performance degree need to understand 
the importance of personal practice time in their schedules as 
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well as the competitive nature of this career direction. I feel 
that students considering Music Ed degrees should feel strongly 
motivated to be teachers and not just be looking for a safe way to 
get a job in music. A Bachelor of Arts degree in music can be a 
good path for many students who want to keep options open. This 
can give them the opportunity to put forth a maximum effort 
with their work on performance while having a minor in another 
subject. Some students consider a double degree, in music and 
something else (engineering, biology, etc.). This can work for some 
individuals, but I generally feel that success in music requires such 
a commitment of time and energy that it may not be a good idea 
to split up their efforts.” 
  - Sidney King

“Students should talk to professionals in all fields to get an 
idea of what that type of career is like and if possible spend 
time ‘shadowing’ these professionals for a day. I think that it 
is important for students to take a realistic view of what the 
job possibilities in each profession are. Pursuing a performance 
degree is, of course, not realistic for anyone, even at the most elite 
conservatories. But getting a performance degree doesn’t necessarily 
have to lead to an orchestral or solo career. Like any liberal arts 
degree, a student will get a lot of exposure to many facets of music 
(performance, musicology, theory, education, etc.). 
 Universities and conservatories offer a very different type of 
education. Students should be realistic about what the differences 
in curricula are. And each type of institution will appeal to a 
particular type of student, too. If a student isn’t really sure about 
the type of degree or area of specialization they want to pursue, 
they should make sure that they pick a school that offers the 
degrees they might want to pursue, should they change their mind 
along the way.”
  - Christine Rutledge

Where to apply
Once students have narrowed down what type of school and 
degree program they are interested in, it is time to look at specific 
schools.	Private	teachers,	orchestra	directors,	and	professionals	
in the field of interest are valuable resources to help point you in 
the right direction. Items to consider include the success of recent 
graduates, ensemble and performance opportunities, strengths of 
each program, facilities, the courses offered, and cost. The single 
most important factor stressed by all of the contributors to this 
article is the studio teacher.   
 No matter the degree pursued, music students will develop a 
close relationship with their studio teacher. As an undergraduate, 
students will spend at least one hour per week for four years with 
this teacher in private lessons and countless additional hours 
in studio classes. Students need to trust their studio teacher 
implicitly and believe that the teacher can help them develop 
into the type of musician they wish to become. It is strongly 
recommended that students have a trial lesson with the teacher 
at each school they are considering applying to. Students should 
go prepared with questions to ask about the program and ask to 
speak with current and former students for their perspectives on 
the strengths and weaknesses of the school.

“The teacher is all important, in my opinion. There are wonderful 
schools with wonderful programs, but the teacher/student chemis-
try is where it begins, and, from there, all the rest of the program 
comes into focus. Of course, there is no one solution, which is why 
there are many fine teachers at many schools! Even having a single 
lesson during a campus visit can be all important.” 
 - James Dunham 

“In general, the most important factor in selecting a college is the 
rapport that can be developed with the private teacher, regardless 
of which particular music degree is pursued. The private teacher 
serves as a mentor, counselor, role model, professional contact, 
and even surrogate parent. The teacher creates an atmosphere that 
is conducive to growth and creates a sense of community in the 
studio. I feel that it is a good idea for students to seek the advice 
of their private teachers and school directors. It is important to 
consider the success of students coming out of the private studios of 
the various institutions. Often, students can contact the applied 
teacher at a school and ask for a list of the accomplishments of 
recent graduates of the studio. I also feel that it is a good idea to 
consider the recent history of a particular studio and not just base 
decisions on a long-standing reputation that might be based on 
other elements of the school.” 
 - Sidney King

“This is a potentially very close four-year relationship (yes, one can 
always transfer!), and it's important that the chemistry is right 
between teacher and student, regardless of the outside reputation 
of either the music school or the intended teacher. At this ‘two-
way audition’ lesson (ideally held months before the actual 
audition), it’s wise for the student to have some prepared questions 
for the teacher and to be ready to answer some questions as well. 
It’s very important that the student and family carefully read the 
bio of the teacher and the story of the intended school, and to 
know how to read what is real and what is hype -- a ‘prominent 
player’ is probably not the same as one who has appeared with the 
New York Philharmonic and the Boston Symphony, for example. 
Music schools have a frighteningly similar pitch -- check out the 
track record of placement of graduates. I believe it’s also important 
that a school can offer some ‘real world’ classes to its graduates to 
help develop entrepreneurial skills.”
 - James VanDemark

“Once students have identified what they want to study, they 
need to look for institutions that offer those programs and 
are recognized for having quality programs. At that point, I 
ask students to make a list of colleges putting them into three 
categories: 1. Dream School, 2. Good School I Can Get Into, 
and 3. School Needed In Case of Emergency. Students and their 
families also need to have an open and honest conversation about 
how finances will play a role in deciding on a school. If there will 
be financial constraints on attending college, then students need to 
make sure they choose schools they are interested in BUT that will 
be possible for them to afford.”
 - Kathryn Dey
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Cost concerns
As tuition costs continue to rise, the price of education is a 
concern for most families. State schools are generally the lowest 
cost	option	for	resident	students,	but	often	remain	expensive	for	
out-of-state students. Some universities have out-of-state tuition 
waivers,	effectively	giving	students	in-state	tuition	rates.	High	
tuition private schools sometimes have large scholarships to offer, 
making the final out-of-pocket cost more in line with an in-state 
school. In a trial lesson, speak with the professor to find out what 
scholarships they have to offer and if you’d be a candidate for any 
award money. 

“Tuitions have risen over the past decade at an unprecedented 
rate and schools are usually not able to make financial offers 
that can cover the full cost of tuition. I try to advise students 
and their families to avoid student loans as much as possible. 
I know that this is unrealistic, however. But accruing student 
debt as an undergraduate will really put them in a difficult 
financial position for graduate school. And student loan debt is 
not forgivable if you declare bankruptcy. Many organizations can 
help alleviate student loan debt, such as Americorps, Jobcorps, 
inner-city teaching, and other post-college volunteering programs. 
In-state tuition at most universities is still the best financial 
choice for most students. Establishing in-state status is an option 
if a student can plan ahead and be willing to take an extra year 
to establish residency. Students and their families should be very 
proactive about finding every financial aid opportunity available 
to them. Many of these opportunities will not be mentioned by 
schools, or may even be unknown to them. Every small award 
(talent or academic) can add up to some serious money.”
 - Christine Rutledge

“Have an open conversation about what the family can/is 
prepared to do while keeping in mind that music is a specialty 
field. Families who have no prior experience with the music 
business need to understand that music students cannot always get 
a degree at their backyard university -- perhaps that school does 
not offer a Music Education degree or does not have accreditation, 
or doesn’t have an oboe teacher on faculty. So pursuing this 
specialty field might require certain sacrifices that a business 
student would not have to make.” 
 - Kathryn Dey

“Often, state schools are the most economical option, but private 
schools and conservatories can be generous with scholarship. 
Strong test scores and GPA numbers are definitely an asset, 
especially at universities.”
 A very important factor is the GPA and test scores of a student. 
Many universities have a level at which automatic scholarship 
awards kick in for students that demonstrate academic excellence 
in this way. Often these awards are given in addition to merit-
based music scholarships based on the level of performance.”
 - Sidney King

“Sometimes the finest teachers are also teaching at schools that 
are not necessarily the most expensive! Look carefully at each 
program to see. And, of course, it doesn’t hurt to practice ‘well’ 
(not ‘HARD’) and earn scholarships! There are also many local 
organizations that recognize and reward talented students by 
offering grants and scholarships. Explore your community and its 
resources!”
 - James Dunham

Final thoughts on applications
“Research, visit websites, get printed and recorded materials from 
schools, attend conferences and master classes, go to summer camps 
where you can study with a teacher you are interested in studying 
with at college.”  
 - Christine Rutledge

“Remember that YOU are going to college -- not your private 
teacher, your parents or the concertmaster of your youth orchestra 
that you really admire and look up to. YOU need to make sure 
YOUR research and decisions consistently reflect YOUR goals. 
Be willing to revise your list as you go through the process. Make 
notes. Stay organized. Keep asking questions of yourself.” 
 - Kathryn Dey

Above all, students considering music degrees need to start 
looking	into	schools	early.	But	also	be	honest	with	yourself	and	
your family about your strengths and weaknesses, interests, and 
financial limitations. Ask advice from musicians you admire, even 
if you don’t know them personally. Attend workshops, festivals, 
and master classes to find teachers that inspire you. Research 
the schools you are considering and take note of the audition 
requirements at each school. Speak with your private teacher 
about your goals and come up with a plan to prepare you for 
auditions	--	even	if	the	auditions	are	two	years	away.	Preparation	
is	the	key	to	success!		
	 In	the	next	article	in	this	series,	we	will	delve	into	the	
audition—how to prepare and what impresses an audition panel.

Hillary Herndon is associate professor at the 
University of Tennessee and is founder of the annual 
Viola Celebration. She is on the faculties of the 
Viola Winter Intensive and the Montecito Interna-
tional Summer Music Festival.
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The overall purpose of this article is to acquaint readers with the content of the new National Core 
Music Standards (NCMS). Its more specific aim is to provide bowed string instrument teachers 
with	a	theoretical	framework	for	the	interpretation	of	the	standard	labeled	Performing,	as	the	
new standards seem to be proposing a distinct, conceptual view on what music students need to 
know when it comes to performing a piece of music. Several sound string pedagogy approaches, 
namely	those	of	Ivan	Galamian,	Carl	Flesch,	Simon	Fisher,	Paul	Rolland,	Shinichi	Suzuki,	Kato	
Havas,	and	George	Bornoff,	have	served	as	resources	for	the	development	of	a	comprehensive	
summary of the main ideas and core processes that are central to string-playing skills. This broad 
synthesis is intended to serve as a starting point for string teachers in deciding what their students 
need	to	learn	in	order	to	“understand	their	own	technical	skills”	and	to	“perform	expressively,	
with appropriate interpretation and technical accuracy” as the NCMS propose. As a result of such 
learning, students will develop enduring understanding,

National Music Standards (NCMS)
 Written by a team of music educators and ratified through a two-year inclusive public review 
process,	the	new	standards	were	released	on	June	4,	2014	by	the	National	Association	for	Music	
Education (NAfME) with National Coalition for Arts Standards. Unlike the previous National 
Standards for Music Education (NSME) that were published in 1994 by MENC with Consortium 
for Arts Education and which emphasized factual knowledge and basic understandings and skills, 
the new core standards place an emphasis on musical literacy and conceptual understanding.
The main intention of NCMS is to foster in students the artistic processes that dedicated 
musicians have cultivated in themselves and their societies for generations. Three artistic processes 
proposed	in	NCMS	are:	Creating,	Performing,	and	Responding,	and	they	are	in	close	relationship	
with a fourth artistic process labeled Connecting. For more complete information on new NCMS, 
read and watch:

* http://www.nafme.org/my-classroom/standards/core-music-standards/ 
*	https://www.youtube.com/watch?v=RlSF56tkueA	

        This article provides string teachers with a point of reference for interpreting the meaning 
of two propositions within NCMS, the “conceptual understanding” and “understanding of 
technical	skills.”	A	review	of	Jerome	Bruner’s	Cognitive	Learning	Theory	will	serve	as	a	theoretical	
framework to interpret what “conceptual understanding” could mean when it comes to teaching 
music performance. Likewise, a comprehensive summary of conceptual units of playing skills, 
based on a synthesis of major string pedagogy approaches, will serve as a theoretical groundwork 
for interpreting “understanding of technical skills.”  

Jerome Bruner’s Cognitive Perspective on Learning
Bruner’s	studies	of	how	children	learn	led	him	to	understand	that	learning	is	an	active	process	in	
which learners build new knowledge on what they already know through the pedagogical process 
of a Spiral Curriculum. This process is predicated on the belief that children can understand 
even	the	most	complex	concepts	in	any	academic	subject	if	concepts	are	presented	in	a	properly	
structured	way.	Bruner	introduced	educators	to	the	idea	of	inductive	reasoning;	that	is,	the	

The	National	Core	
Music	Standards	
and	Conceptual	
Understanding	of	
Playing	Skills

by Dijana Ihas
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formulation of general principles based on knowledge and 
understanding	of	details	and	examples	into	small	organizational	
units known as concepts. 
A concept may be defined as “a general category of ideas, objects, 
people	or	experiences	whose	members	share	certain	properties”	
(Woolfolk	286).	Grouping	similar	ideas,	knowledge,	experiences,	
or skills into concepts generates in learners conceptual 
understanding, often referred to as an enduring understanding, 
which includes higher levels of thinking and is an essential 
cognitive process for productive use of knowledge and skills 
in new situations and across a lifetime. In their seminal work 
Understanding	by	Design,	Wiggins	and	McTighe	(1998)	state,	
“Enduring refers to the big ideas, the important understandings, 
that we want students to ‘get inside of ’ and retain after they’ve 
forgotten	many	of	the	details…	Enduring	understandings	go	
beyond discrete facts and or skills to focus on larger concepts, 
principles, or processes” (10).

Second Artistic Process: Performing
Among the three artistic processes upon which the NCMS are 
contextualized,	the	one	that	addresses	the	importance	of	students’	
“understanding of their own technical skills,” is the second artistic 
process	labeled	as	Performing.	Because	this	article	is	particularly	in-
terested in providing string teachers with an understanding of what 
“understanding of technical skills” could mean from a conceptual 
point of view, this artistic process will be illustrated in more detail. 
	 The	Performing	artistic	process	is	conveyed	to	music	teachers	
through five Anchor Standards or steps they need to teach to 
their students: (a) Select, (b) Analyze, (c) Interpret, (d) Rehearse, 
Evaluate	and	Refine,	and	(e)	Present.	

“Understanding of Technical Skills”
An enduring understanding statement for the anchor standard 
Select suggests “performers’ interest in and knowledge of musical 
works,	understanding	of	their	own	technical	skill,	and	the	context	
for a performance influence the selection of repertoire.” Further 
down,	a	conceptual	objective	for	the	Anchor	Standard	Present	
suggests that the goal for students’ performance is to “perform 
expressively,	with	appropriate	interpretation	and	technical	accuracy,	
and	in	a	manner	appropriate	to	the	audience	and	context.”	

 The main purpose of this article is to provide readers with a 
comprehensive summary of the main ideas and core processes that 
are central to “technical skills” that will, for the sake of commonly 
used terminology among string players, be labeled as “playing 
skills” in the remaining portion of this article. The heart of this 
article presents string teachers with a starting point for connecting 
their	students	with	the	second	standard	labeled	as	Performing	in	a	
more complete and enduring manner.

Playing Skills Explained: A Conceptual Approach
Below	is	the	summary	of	conceptual	units	of	common	playing	
skills that string players engage in while performing a piece of 
music.	Each	unit	is	explained	using	the	points	of	view	of	several	
sound string pedagogy approaches, with the hope that such an 
eclectic	explanation	may	provide	string	teachers	with	a	more	
complete understanding of what epitomizes playing skills and 
may enable teachers to teach for conceptual understanding.

The Left-Hand Playing Skills
In order to understand the essence of left-hand playing skills, 
string	students	need	to	know	and	experience	the	four	components	
of this broad concept: (a) placement and shape of the left hand, 
(b) shifting, (c) vibrato, and (d) intonation. 

Placement and Shape of the Left Hand
There are several considerations when it comes to placement and 
shape of the left hand on a bowed string instrument. Students 
need to be aware of placement of the thumb and the base of 
the	index	finger	(violin	and	viola),	position	of	other	fingers	in	
relation to the thumb, the shape of the left-hand wrist, and elbow 
movements. 
 When it comes to the placement of the left-hand thumb in 
relationship to the other fingers, most pedagogical approaches 
suggest that on violin, the thumb should be right across from the 
index	finger;	on	viola,	between	the	index	and	middle	finger;	and	
on cello and double bass, right across from the middle finger. 
The general rule is, if the length of the student’s pinky is on the 
shorter side, the thumb should move closer to the upper fingers. 
 Additionally, bowed string instrument students need to be 
taught that in lower positions the left wrist needs to be straight 



38 | American String Teacher | November 2015

with the forearm. When it comes to the position of the left elbow, 
pedagogical	views	differ	slightly.	Suzuki,	Rolland,	and	Bornoff	all	
agree	that	the	elbow	needs	to	be	under	the	violin,	while	Havas	
proposed the left elbow swinging away from violin. For cello and 
double bass players, the left elbow needs to be well out from the 
body. All pedagogues, however, agree that the left elbow should 
change positions as the player crosses strings or moves from one 
position to another, and students need to develop awareness of 
this important principle of left-hand playing skills.  

Shifting
Many string pedagogues consider shifting to be the most 
challenging of left-hand techniques, possibly because there are 
multiple variables that influence the accuracy of moving from 
one position to another. When it comes to understanding the 
mechanics	of	shifting	movements,	students	need	to	experience	and	
become aware of three important points: (a) measuring the distance 
between two positions involved in the shift, (b) deciding which 
intermediate finger will guide the transfer from one position to 
another, and (c) knowing the fingering pattern (tonal pattern on 
cellos and basses) in the new position before arriving to it. 
 According to Galamian, there are four possible intermediate 
or leading fingers when changing positions: (a) same finger shift, 
(b) old finger shift, (c) new finger shift (when shifting occurs 
across the strings it will still be one of these three shifts), and 
(d) “retarded shift”(when one finger goes before the rest of the 
fingers). Another very important consideration that students 
should be aware of is lightening up the weight of the finger that 
leads the shift before shifting starts and preparing the level of the 
left	elbow	for	the	next	position.	

Vibrato 
According to Flesch, vibrato is considered to be the most 
“personal” playing technique because its character, liveliness, 
and duration have the propensity to vividly depict a player’s 
personality. A completely satisfying vibrato involves combining 
the motions of finger, hand, and forearm, and students need 
to	know	and	experience	three	types	of	vibrato	and	their	
combination: finger, hand, and forearm vibrato. 
 It is important to teach students to avoid two faulty vibrato 
habits that even many advanced string players need to remedy: (a) 
“delayed vibrato,” that is, starting the vibrato after the note has 
sounded, and (b) “non-continuous vibrato,” stopping the vibrato 
before the end of the note. 

Intonation
Careful listening for the “ringing sound” between finger and 
adjacent open string (octaves and fourths) will cultivate students’ 
ability to make instantaneous adjustments in pitch, which might be 
the most important concept when it comes to teaching intonation. 
Additionally, according to Galamian, there are two important 
“physical” contributors for development of good intonation on 
upper string instruments: left-hand frame and double contact.

The Right-Hand Playing Skills
In order to understand the essence of right-hand playing skills, 
students	need	to	know	and	experience	the	three	components	
of that broad concept: (a) bow strokes (bow styles), (b) bowing 
patterns, and (c) three principles of tone production. 

Bow Strokes (Bow Styles)
Bow	stroke	is	the	term	that	refers	to	the	character	of	the	
movement of the bow-hair on the string. Learning to produce 
quality bow strokes is a life-long process for string players and 
is related to development of a mechanical skill that Galamian 
calls	the	System	of	Springs,	which	refers	to	flexibility	and	the	
connectedness of all joints in the arm, hand, and fingers.
 String pedagogy literature offers several classifications of 
bow strokes and this article takes the liberty to organize bow 
strokes into the following subcategories: (a) biting bow strokes, 
(b) connected bow strokes, (c) disconnected bow strokes, and 
(d) coloring bow strokes. In order to understand the character of 
bow strokes, students will need to know the English translation of 
the stroke name as well as be able to correctly interpret symbolic 
representation of bow strokes and articulations.
	 Biting	bow	strokes:	There	are	three	bow	strokes	that	involve	
the action of “biting” the string by: (a) press-release action such as 
in martelé (French for “hammer”), ( b) “pinching” the string with 
a	very	fast	extension-contraction	movement	of	right-hand	fingers	
such as in pique (French for “spurred”), and (c) collé (French for 
“glued” or “sticky”). These three bow strokes are notated in music 
by using a dot, or with a dot and accent marking. 
 Connected bow strokes: The bow strokes that belong to this 
subcategory are considered to be the “bread and butter” of string 
playing, détaché bowing. Whether the music prompts a player 
to use détaché (French for “separate”) in its singing or German 
détaché form (usually no markings), or more articulated form such 
as in détaché porte or articulated détaché (with tenuto markings), 
students will need to be instructed to use the weight of the entire 
arm and movements of the forearm and wrist, with some action 
from the fingers in order to produce this deeply “in string,” yet 
smooth bow style that often requires concealed bow changes. 
 Disconnected bow strokes: After students learn the 
movements	of	“biting	bow	strokes”	and	they	experience	the	
deep, “in string” bow détaché sensation, the disconnected bow 
strokes, namely staccato (Italian for “discontinued” or “separate”) 
and loure or portato (Italian for “to carry”), shall be introduced. 
There are two types of staccato bow style: (a) connected staccato, 
which is a succession of several short and clearly separated 
bow movements performed using one bow direction, and (b) 
simple staccato, in which each movement requires a different 
bow direction.  The symbolic representation of this bow stroke 
consists of a dot above or below the note head. Students should 
understand that, unlike the martele stroke where weight 
(pressure) of the arm and bow stick is applied and released at the 
beginning of each bow movement, in simple staccato the weight 
is evenly applied onto the string throughout the bow movement. 
 Loure or portato is a series of slurred, slightly separated 
détaché porte bow movements in which bow never fully stops. 
Students will need to understand that, while connected staccato is 
usually used in fast and virtuosic passages, portato finds its place 
in pieces with a cantabile character.
 Off-string bow strokes: There are three kinds of “off-string” 
bow styles that string students need to conceptually understand 
in	order	to	maximize	benefits	that	each	bow	stroke	provides	for	
musical	expression.	Those	are:	spiccato,	sautillé,	and	ricochet.		
Spiccato bowing (Italian for “with a sense of humor”) is a bow 
stroke used in more advanced etudes and literature. Nevertheless, 
it should be taught from the early stages of instruction because 
of its pedagogical importance in developing a good bow hold 
and the System of Springs. This is a short, off-the-string bowing 
executed	at	the	balance	point	of	the	bow	stick	with	individual	
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drops and lifts. Spiccato bow style may have markings, dots above 
or below the note heads. The tempo and character of the music 
will determine whether dots imply spiccato or staccato. 
 Sautillé bowing (French for “little bounce”) may be described 
as “uncontrolled” or “natural spiccato.” Its rapid speed eliminates 
the individual drops and lifts that are characteristic of spiccato. 
This bowing usually does not have a marking, but the tempo 
and style will determine whether a passage should be played with 
spiccato or sautillé.   
 Ricochet bowing (French for “rebound”) consists of a series 
of two or more fast bouncing notes caused by only one down-bow 
impulse.	It	is	executed	in	the	upper	two-thirds	of	the	bow	with	
the stick directly above the non-tilted bow hair. This bow stroke 
is usually symbolically represented with the slur and dots above or 
under note heads or just with word ricochet.
	 Coloring	bow	strokes:	To	expand	students’	expressive	palate	
of right-hand techniques, they need to be instructed in coloring 
bow strokes such as sul tasto, sul ponticello, tremolo, con legno 
and	Bartok	pizzicato.	Sul	tasto	bowing	(Italian	for	“fingerboard”)	
requires the bow to be over the end of fingerboard, producing 
a soft and gentle sound. Sul ponticello bowing (Italian for 
“bridge”), on the other hand, requires the bow to be very close 
to the bridge, producing a characteristic glassy sound. Tremolo 
bowing (Italian for “to shake”) consists of rapid repetitions of 
a	pitch	and	is	executed	by	quickly	waving	the	wrist	while	the	
bow is positioned in the upper middle or tip area of the bow 
stick. Col legno bowing (Italian for “the wood”) is a bow stroke 
that	produces	a	characteristic	percussive	sound.	It	is	executed	by	
striking	the	string	with	the	wood	part	of	the	bow.	Bartok	pizzicato	
also	produces	a	percussive	sound	and	it	is	executed	by	the	right-
hand finger pulling the string up high so that when the string is 
released it hits the fingerboard with a loud, percussive sound. 

Bowing Patterns  
Bowing	patterns	might	be	defined	as	the	meaningful	organization	
of bow space in accordance with rhythmic patterns and slur 
markings. For students to gain conceptual understanding of 
bowing patterns they will need to become familiar with what 
Fisher calls “four important places on the bow” (119): (a) the 
heel (or frog), (b) balance point, (c) square, and (d) point (or tip) 
of the bow. In order to connect these “four important points,” 
students need to be instructed in “drawing the straight bow,” 
which according to Galamian is the “foundation of all bow 
techniques” (51). 
 The guiding principle with drawing the straight bow is to 
learn to transform circular motions into straight-line motions 
through combination of vertical and horizontal motions of wrist 
and upper arm in addition to the open-close and rotating motions 
in the forearm (pronation and supination). Finally, students need 
to become aware that the beginning and ending of each note 
and phrase, if they are to have musical meaning, will need to be 
considered, planned, and practiced in regard to bow placement, 
bow speed, and bow distribution, a process labeled by Fisher as 
choreography of the bow. 

Tone Production
When it comes to producing sound on bowed string instruments, 
there are three interdependent elements that need to be taken 
into consideration: (a) bow speed, (b) bow/arm weight, and (c) 
sounding point. Students need to be instructed in the intricacies 
of each of these three elements of tone production independently 

through	exercises	that	focus	on	each	element,	but	also	they	need	
to understand the interplay among the three. For instance, bow 
speed affects the weight and sounding point, while the sounding 
point	affects	the	volume	of	the	sound.	A	link	to	an	excellent	
assessment tool for interplay of tone production elements is 
supplied on Fisher’s webpage: http://www.simonfischeruk.com/
tone%20quiz.pdf.

Conclusion
The purpose of this article was to acquaint teachers of bowed 
string instruments with the content of the NCMS as well 
as to offer a theoretical framework for interpretation of two 
distinct propositions within new core standards: “conceptual 
understanding” and “understanding of technical skills.” No 
particular string pedagogy approach was emphasized, as this 
author’s intent was to synthesize multiple pedagogical views, 
allowing teachers to find their own ways to connect students with 
the	Performing	artistic	process.
 “Music for every child. Every child for music.” (Gehrkens, 
1922,	as	cited	in	Mark,	2008,	p.	93)	is	the	motto	that	has	kept	
inspiring American music teachers for decades. The conceptual 
nature of the NCMS suggests that music students should gain 
“understanding of their technical skills,” which, in turn, may help 
them	to	“perform	expressively,	with	appropriate	interpretation	
and	technical	accuracy.”	Because	conceptual	thinking	has	
generalizable quality, a conceptual approach to  playing skills 
may enable more string instrument students to reach their full 
potential not only in the realm of performing music, but also in 
the domain of higher levels of thinking and productive use of 
knowledge and skills across a lifetime.
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What is your personal background with the Suzuki 
Method for violin?

I began Suzuki violin studies just before turning two 
and	completed	Book	10	around	age	13.	I	was	fortunate	
to have wonderful teachers who were strict with good 
setup and technique, yet were always very kind and 
encouraging. I attended weekly group classes and enjoyed 
playing in frequent recitals. Every performance was done 
by memory, and the consistency of doing this gave me a 
great foundation of confidence for later on, when I would 
be performing bigger repertoire. I performed a Suzuki 
Graduation	recital	upon	completing	Book	10	with	my	
favorite	pieces	from	each	book	and	Twinkle	as	my	encore!	
I spent each summer attending Suzuki institutes with 
my	father,	Benjamin	Gish,	who	is	a	wonderful	cellist	and	
Suzuki cello teacher. My father’s colleagues became like an 
extended	family	to	me,	and	now	I	enjoy	teaching	alongside	
some	of	them	during	the	summers!	Although	my	full-time	
job is teaching at Eastern Washington University, I continue 
to maintain a large Suzuki studio and am passionate about 
continuing this tradition that meant so much to me as a 
student. My father and I also co-direct the Walla Walla 
Suzuki Institute.
  
How did your teachers/mentors transition you from the 
Suzuki Method to more advanced repertoire (including 
scales, etudes, and solo pieces)? 

Right	around	Suzuki	Book	7	we	moved	to	Walla	Walla.	My	
new	teacher	immediately	introduced	me	to	Barbara	Barber’s	
Scales for Advanced Violinists and I began to methodically 
learn all of my three octave scales, arpeggios, double stops, 
etc. I also worked on Wohlfahrt and Mazas etudes, and 
learned	select	movements	of	the	Bach	sonatas	and	partitas,	
Spring from Vivaldi’s Four Seasons, and various “show” 
pieces	such	as	Monti’s	Czardas	and	Kreisler’s	Praeludium	
and	Allegro.	After	completing	Suzuki	Book	10,	I	moved	
right	into	the	Bruch	concerto.
 I would describe this “transition” more as an 
introduction to this other world of repertoire when the 
timing was appropriate as far as my technical development 
was concerned. There was never any stipulation that I had 
to “finish” Suzuki before I could move on to anything else.

Do you use a similar approach as your own teachers? If 
not, what is different? 

I	believe	so.	I	always	use	the	Suzuki	Books	as	the	core	

curriculum, as I really appreciate the technical progression 
through the repertoire. We discuss how the pieces are 
building on one another and also use review pieces as great 
opportunities to continue building on a new technique 
in	the	context	of	a	piece	they	already	know	well.	This	also	
works really well for musical development because students 
can always go back and add more nuance to their vibrato, 
dynamics, bow usage, etc. 

Reading is one of the well-known criticisms of the 
Suzuki Method. How do you solve this problem for your 
students?

The only students I have who do not read are the very 
young beginners. They may be doing flashcards and isolated 
reading	exercises,	but	not	reading	their	pieces	from	the	
books yet. I want them focused on developing their ears 
and watching what they are doing with their technique 
before they distract themselves with reading from the page. 
However,	where	I	live	there	are	many	strong	orchestra	
programs and students can join the earliest youth orchestra 
from around age seven. I think it is wonderful for them 
to have this opportunity to collaborate in a social setting 
and learn to listen immediately to more parts than just 
their	own.	Because	of	this,	we	will	work	on	note	reading	
through various supplemental method books quite early 
for students who choose to pursue this path. This was the 
same	experience	I	had	growing	up,	and	I	loved	playing	
with groups and never had an issue reading music or sight 
reading. I also work hard on developing a very strong sense 
of rhythm and pulse, as well as encourage duet and chamber 
playing so students learn to listen to one another while 
playing their own part. This helps them to become so much 
more sensitive to music, being spontaneous and an amazing 
living, always-changing entity.
 
Suzuki teaching normally features group lessons as a 
regular part of their curriculum.  Do you agree with 
this concept? As students progress and start to move 
outside of the Suzuki repertoire, when do you start to 
expose them to master classes? This is accepted as an 
important part of the growth of a young violinist. How 
do you assist your students in this sometimes frightening 
experience?

I love group class as it is a great time for students to 
reinforce repertoire and technique in a fun group 
experience,	as	individual	practice	can	be	so	isolating	at	
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times. This was something I looked forward to each week as 
a	student	--	it	was	always	so	exciting	to	move	up	to	the	next	
level of class even when it meant sitting out frequently and 
having to listen to the more advanced kids, because it would 
motivate me to practice hard and get to those pieces as soon as 
possible. Unfortunately, with my full-time university position 
and also my private students being spread out over a three-hour 
radius geographically, it has been impossible to have my own 
group classes for both scheduling and distance reasons. I really 
enjoy teaching at the summer institutes because I get to finally 
participate in these group class settings and come up with fun 
and creative ideas and goals for our group to accomplish over the 
week. It is a great setting to talk as a group about practicing ideas, 
hear many differing opinions about the phrasing and musicality 
issues in a particular piece, learn convincing ways to portray an 
idea with group feedback, practice scales in a group setting with 
all sorts of bowing and interval patterns, play memory and focus 
games, and even have students take turns performing a solo for 
the whole class. 
 For Suzuki students who have grown up going to summer 
institutes, master classes are not a new thing because that is how 
daily lessons are done during those weeks: two to four students 
per class (depending on level) taught by a master teacher with 
parents/observers sitting in each day. Another great opportunity 
in Spokane each May is a weeklong festival where students from 
all over Eastern Washington gather to play for either adjudication 
or competition in front of a room full of peers, teachers, and 
parents and receive public feedback from the master teacher/
judge.	This	experience	is	wonderful	because	there	are	classes	
available for students of all ages and levels, and they have to really 
go outside of the comfort zone of their own studio to play where 
everything is unfamiliar. The Spokane Symphony also presents 
master class opportunities with their soloists often agreeing to give 
a master class when they come to perform, and area students can 
audition to participate. When a master class is approaching, I also 
feel it is very important to talk with students about appropriate 
demeanor towards the teacher and audience, and how to always 
act and dress in a professional manner -- this is just as critical as 
how they play, in my opinion. So, yes, I completely agree that this 
is a very important part of growth, and encourage my students 
of all levels to take any opportunity to play for new teachers, 
whether in public or private settings, to add as many wonderful 
perspectives to their playing as possible, in addition to learning 
how to handle themselves well under pressure.

What challenges do you face when transitioning a student 
to more advanced repertoire? How do you know when it's 
time for a student to transition from the method to a more 
traditional approach?

With the Suzuki books, I tend to go in order through the 
repertoire and having that progression of pieces already organized 
is	wonderful!	Once	we	move	into	advanced	repertoire	the	biggest	
challenge is planning an organized approach to individually 
suit each student and their technical and musical strengths and 
weaknesses. There is just so much wonderful and important 
repertoire	out	there	to	play!	Each	student	will	continue	with	
Suzuki repertoire until they have learned at least one Mozart 
concerto, but I would say it varies from student to student when 
and how many supplemental pieces we begin to add. If I see that 

they	need	extra	refinement	on	a	particular	technique	or	just	love	a	
certain genre of music, I will definitely find pieces to complement 
those things. 

Do you combine the Suzuki Method with any other teaching 
materials? Or, do you wait until a student has finished the 
series to introduce outside material? What brought you to this 
decision? 

I	use	Hrimaly	and	Barbara	Barber	scale	systems	with	my	students	
quite early on, as I want to develop a clear understanding of finger 
patterns and train the ear to really listen to the interval patterns 
instead of solely relying on fingerboard tapes. We use all sorts of 
rhythms and bow strokes to develop the right arm through this 
process as well. 
	 I	also	introduce	exercises	such	as	Wohlfahrt,	Mazas,	
Schradieck, and Sevcik fairly early on, but this depends more 
on	age	rather	than	being	in	a	specific	book.	These	exercises	
reinforce technique, and strengthen consistency of intonation and 
rhythm. With the Suzuki repertoire, students are so well trained 
in the listening tradition that they can easily fake being able to 
read	music!	But	these	studies	help	strengthen	both	note	reading	
and sight-reading, and are especially critical for older beginners 
who are wanting to join school orchestra programs after a short 
time of study.  I also will use the most basic studies to help 
introduce	shifting	or	playing	an	exercise	all	in	a	new	position	and	
understanding from a note reading perspective without fingerings 
written in.  
	 The	Barbara	Barber	series	is	my	initial	go-to	for	supplemental	
pieces because they are nicely organized by level yet include 
diversity	of	style.	However,	I	have	collected	so	many	different	
volumes of pieces over the years, the sky is really the limit and 
I just need to make sure it is the appropriate level for where 
the student is at. The Suzuki repertoire is wonderful, but pretty 
limited	in	the	scope	of	style	--	mainly	Baroque	and	Classical.	
Many students are just antsy for something completely different 
in character whether something in the Romantic style or a “fun” 
show piece. I also have students who love fiddling or jazz, so I 
always strive to find special pieces that they will love and help 
motivate them.

The choice of violin repertoire can be overwhelming when 
a student is ready to leave the Suzuki Method for more 
advanced repertoire. Do you follow the same succession with 
each student or does is differ from student to student? Can 
you provide some examples? 

As I mentioned before, this is one of the big challenges that I face. 
Making sure we proceed in an organized way is very important, 
as it can be easy to pick random pieces where the students end 
up stalling in their development. I also need to be very aware of 
not overreaching their technical abilities and choosing repertoire 
that will only prove to be frustrating. I strive to help my students 
become well-rounded by learning a broad variety of repertoire 
from	Baroque	to	Contemporary,	and	solo	to	chamber.	This	
definitely made for some trial and error on my part in the first 
few	years	of	teaching.	But	I	have	now	compiled	lists	of	pieces	
divided into categories (studies, show pieces, concertos,
sonatas, etc.) that are appropriate for various levels of 
development. I definitely consulted many online resources at first 
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and have built a large sheet music collection over the past 
decade, so I have lots of choices available for my students to 
peruse. I love listening to new pieces together and having 
a collaborative approach when choosing repertoire. When 
the students are involved with the decision-making process, 
I	find	they	are	much	more	excited	to	practice	their	new	
repertoire. In an effort to have a clear trajectory, each school 
year we will make long-range, mid-range, and short-range 
plans with the repertoire so the students feel they are 
reaching specific goals with each piece and understand the 
new techniques they will be accomplishing as they move 
along	from	piece	to	piece.	Having	a	clear	plan	is	important	
so that I can help students prepare new techniques that may 
arise in a concerto well in advance through shorter etudes 
or pieces. This way they don’t get stuck in one spot or have 
a few sloppy passages in a piece just because they don’t want 
to spend the time to figure it out.
	 I	love	the	Kreisler	and	Heifetz	albums	for	the	variety	
of pieces within and find that lots of technical and musical 
development can be accomplished in these short and 
charming pieces.  They provide a wonderful break or 
supplement to the often daunting concerto repertoire.

You have mentioned the advancing etudes and scale 
studies that you have found useful both during and after 
a child has studied the Suzuki Method. Do you have a 
typical succession of solo repertoire (i.e. concertos) that 
you follow after the required Mozart concerto is learned? 
Can you give some examples of pieces you often use? 

It really varies from student to student, but a Viotti or 
DeBeriot	concerto,	Bach	E	Major,	Vivaldi	Four	Seasons,	
Barber,	Bruch,	Lalo,	Kabalevsky,	or	Saint-Saens	are	several	
that often appear soon after the first Mozart concerto is 
learned. The choice often depends on if there is a certain 
competition, audition, or adjudication that the students 
are ready to enter and what repertoire will be most suitable 
for	the	occasion,	in	addition	to	being	a	good	next-step	for	
where that particular student is at in their development 
and	interests.	Students	will	have	done	quite	a	few	Kreutzer	
etudes and years of scales and arpeggios at varying tempi 
by this point, so I feel confident in their abilities to tackle 
the technical hurdles in these works. We admittedly don't 
always polish all three movements, but we will spend time 
working on the subsequent movements even if the first is 
the only one to get polished on the first time through the 
concerto.

A difficulty in every violin method is the motivation of 
the young student. What is your advice for other teachers 
on this subject?

This	is	so	difficult,	especially	in	the	environment	we	live	
in today where students are pulled in so many directions 
with academics, sports, and music, and, of course, so easily 
distracted by social media. I really need to maintain the 
parent-student-teacher triangle to make sure clear goals 
and	expectations	are	established	--	this	way	it	helps	the	
students feel their progress if they are diligently working 

towards specific goals. They know they will have set dates 
for performances throughout the years, and they have been 
involved in helping to choose their repertoire goals and 
that helps them stay motivated to accomplish those goals. 
It	also	has	really	helped	to	talk	about	HOW	to	practice,	so	
the students aren’t merely watching the clock during their 
practice	time	but	actually	getting	things	done	efficiently	
when they understand good strategies and tricks of how this 
works. 
 We also have a dialogue about what each student 
enjoys about their instrument and music in general -- for 
some it is certain genres of repertoire or progressing to a 
certain favorite piece, for others it is the goal of successfully 
auditioning	for	the	next	orchestra	level	and	having	that	fun	
social atmosphere, and for others it is being accepted into 
an	exciting	summer	program	or	entering	competitions.	One	
thing I continually encourage all of my students to seek out 
is the opportunity to see amazing musicians perform LIVE. 
There are many wonderful concerts in Spokane, but I also 
encourage them to take fun weekend trips with their family 
or	friends	to	Seattle	and	Portland	to	hear	the	great	artists	
who consistently visit year after year. Students are very 
excited	to	hear	groups	like	Time	for	Three	and	Sybarite5	
because not only are these musicians obviously very 
accomplished but also everything they play is fun, catchy, 
contemporary, and inspiring for students of all ages.

As you add material to supplement the Suzuki Method 
and as the repertoire becomes increasingly difficult, 
how do you encourage students to practice as much as 
needed? 

As students progress, we continue to re-evaluate their 
practice plan and how much time is realistically necessary 
to accomplish the goals and repertoire at hand. At times, no 
matter how many times I tell them to increase their practice 
time it takes a period of self realization and frustration 
on their end to accept that there is just no way to feel 
progress without consistently adding more time rather than 
attempting	to	cram.	We	talk	a	lot	about	practicing	efficiency	
and creative strategies to avoid having them mindlessly 
watch the clock and inevitably repeat the same mistakes 
over and over. The majority of my students are very strong 
academically and are also involved with sports, so it is 
always	a	challenge	to	find	time	for	everything!

How do you handle students and/or parents who are 
disappointed with the rate of learning? Similarly, what if 
a student or parent requests a certain piece that is clearly 
outside of the player’s technical abilities?  

I’ve been so lucky to have very supportive families over 
the years -- when a student seems to be stalling, we will 
immediately have an open dialogue about what is going 
on. Often it has to do with outside pressures and practice 
ends up on the back burner, so we need to strategize how to 
get through that season. Occasionally I'll need to remind a 
parent	that	we	clearly	outline	weekly	practice	expectations,	
and if a student is not meeting those then we will need 
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to try again and not just move on to something else. It is very 
important to me for my students to realize the importance of 
accountability, just like they need to have with their school 
assignments. At times, I need to put my foot down a little more 
firmly	with	students	about	those	expectations	for	consistent	
practicing so they realize we aren't meeting just to practice 
together each week.  
	 When	students	or	parents	get	excited	about	a	piece	that	is	
still out of reach, I like to put a positive spin on the request and 
tell them it is a great goal for down the road and suggest we make 
a list of techniques and other repertoire we need to learn first in 
order to get there as soon as possible. This often is a good time to 
bring	up	the	issue	of	increasing	the	practice	time!

Danae Witter, American violinist and violist, 
received her doctorate of musical arts degree in 
May 2011 from the University of Southern 
California. As an orchestral player, she has 
performed in the motion picture recording 
industry in Los Angeles. She served as an 
associate editor to the Sevcik project published 
by Lauren Keiser Publishing Company in New 
York. Currently, Witter is the director of the SHAR 
Violin Shop and operations director and faculty 

member of the Cambridge International String Academy.
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Jones
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Karin Hendricks Jane Palmquist

2016-2018
National Board

Elections	will	soon	be	held	to	determine	the	members	of	the	2016-2018	ASTA	
National	Board.	Paper	ballots,	e-ballots,	and	information	will	be	sent	to	all	ASTA	
members at the appropriate time. So that you may cast an informed vote, we are 
pleased to introduce the candidates who have provided biographical information 
and their response to the following statement: Describe how your commitment and 
passion for strings will further ASTA’s mission statement: To enrich lives through the 
joy of teaching and playing stringed instruments. 
(Candidate statements and biographies are not subject to standard editing practices.)

Sarah BlackKenny Baker

Elections

President-Elect

Member-at-Large Secretary

Joseph Gutowski Sidney King

You will vote for two 
candidates in the member-at-

large election:
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William LaRue Jones
Biography

As one of the most active and versatile 
symphonic conductors in America today 
(Minneapolis Star-Tribune), critics praise 
William	LaRue	Jones	as	possessing	a	unique	
ability to work effectively with musicians of 
all levels. Invitations include a wide array of 
orchestras on five continents with 
engagements ranging from the Minnesota 
Orchestra	and	the	Minneapolis	Pops	to	

symphonies	in	Penang	(Malaysia),	Antofagasta	(Chile),	Brisbane	
(Australia),	Lucerne	(Switzerland),	Belem	(Brazil)	to	Beijing	
(China).	Educationally,	Dr.	Jones	has	conducted	more	than	100	
All-State orchestras with additional festivals/clinics in each of the 
50	states	and	Canadian	provinces.	He	is	presently	Director	of	
Orchestral Studies at University of Iowa, where he conducts 
orchestras	and	opera	and	teaches	graduate	conducting.	A	Texas	
native, he is a graduate of University of Wisconsin, University of 
Iowa,	and	Kansas	State	University	with	additional	studies	at	
Juilliard	School	of	Music	and	University	of	North	Texas.

Response Statement
I have been a member of ASTA all of my teaching career and 
marvel at its succession of strong leaders and visionaries who 
established ASTA as one of the most responsive and effective 
professional organizations. The valuable information disseminated 
through the American String Teacher and the National Conferences 
is important for beginning or seasoned teachers. My career began 
as	a	K-12	string	educator	on	Long	Island,	NY,	continuing	to	
founding	Greater	Twin	Cities’	(MN)	Youth	Symphonies,	to	my	
present position as conductor of university orchestras and opera. 
Every	step	of	my	journey	has	been	rewarding.	Having	served	on	
the	ASTA	Executive	Committee	as	a	Member	at	Large,	I	gained	
insight into the dedication and generosity of so many talented 
teacher/artists who are mentors and advisors, sharing their 
insights	and	experiences	with	new	generations	of	teachers.	There	
is a time in our lives when we receive, and a time when we are 
in the position to give back.  I consider it a privilege and duty to 
serve ASTA, devoting my energies to help support its mission. It 
is not an easy time in the present political climate and financial 
environment to find support for education. I would consider 
it an honor to lead the fight for recognition and support of the 
multitudes of talented and motivated string educators who teach 
and inspire students of all ages.  

Ruth Kurtis
Biography

Ruth	Kurtis,	a	thirty-six	year	veteran	teacher,	
has	taught	in	Michigan	and	Texas.	Prior	to	
retirement she designed and implemented 
programs	in	McKinney	and	Richardson	
where her orchestras were renown at the 
regional, state and national levels. She earned 
her degrees from Western Michigan 
University	and	the	University	of	North	Texas.
	 National	ASTA	experience	includes:	
Past-President	of	Texas	ASTA,	Arizona	ASTA	

Executive	Board,	chair	of	Committee	for	School	Orchestras,	
AST Editorial Committee and adjudicator for the National 
Orchestra Festival. Ruth has presented at ASTA, Midwest and 
state conferences, and cited by ASTA for her leadership abilities. 
Texas	service	comprises:	TMEA,	UIL,	Past-President	of	the	Texas	
Orchestra Directors Association, Adjudicator Association and 
conductor	of	the	Dallas	Youth	Sinfonietta	Orchestra.	
		 A	dynamic	master	teacher,	honored	as	Texas	Orchestra	
Director	of	the	Year,	she	is	a	frequent	guest	clinician,	conductor	
and adjudicator across the country, and a national clinician for 
Eastman Strings. Ruth is a performing violist/violinist in the 
Southern Arizona and Tucson Repertory Orchestras.  

Response Statement
ASTA	matured	during	my	38-membership	years	by	fine-tuning	
its	role,	expanding	programs,	visionary	leadership,	championing	
string playing, embracing genres and diversity of members. 
ASTA is best characterized through our vibrant state/student 
chapters and their multi-talented leaders. We are poised to grow 
exponentially,	but	how	shall	we	convey	our	mission?
 ASTA needs a member symposium to evaluate, address 
concerns, guide future program offerings and develop leaders. 
While supporting active members; performers, educators and 
future educators, ASTA should facilitate opportunities for retired 
members, engaging them in mentor training on-line, advocating, 
and supporting venues for sharing their life-long passion of 
playing and teaching.
	 Central	to	ASTA’s	mission	is	excellence	in	curriculum,	
teacher development, research, publications and dissemination of 
information. Teaching and performing in our medium is a fluid 
art, as variable as our many students and teachers—ASTA must 
remain the vanguard leader. 
 We must invest in our future generation of music makers 
with resources for starting new programs as diverse as our country. 
ASTA	needs	expanded	financial	sponsors,	matching	donation	
programs, grants and an endowed scholarship fund established to 
assist those refining artistry.
	 Pulling	in	our	stakeholders	in	industry,	educational	organiza-
tions and political contacts we must unify and equip members to 
impact district, state and national arenas. ASTA must be proactive 
in pursuing long-term goals with our professional arts partners.
 ASTA and I have come a long way since creating fragrant 
documents on mimeograph machines.  We have a wealth of re-
sources, knowledge and the means to impact more lives than ever 
to	express	the	joy	of	playing	and	teaching	stringed	instruments!

Candidate Statements and Biographies

President-Elect Position
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Karin Hendricks
Biography

Karin	Hendricks	is	Assistant	Professor	of	
Music	Education	at	Boston	University,	with	
previous	appointments	at	Ball	State	
University and the University of Illinois.  
She has published multiple papers in music 
education journals and books and has served 
in local, national, and international 
leadership, including on the American String 
Teacher	Editorial	Board,	national	ASTA	

Collegiate	Committee,	and	as	Indiana	ASTA	Chapter	President.
	 Before	teaching	at	the	university	level,	Karin	enjoyed	a	
13-year	career	as	a	public	school	orchestra	teacher,	where	she	
collaborated on educational projects with international soloists 
and chamber ensembles. Teaching awards include “Secondary 
Teacher	of	the	Year,”	Utah	Chapter	of	ASTA;	“Teacher	of	the	
Year,”	Logan	High	School	in	Utah;	and	“U.S.	Presidential	Scholar	
Teacher	Recognition	Award.”	Karin	has	served	as	an	orchestra	
conductor, clinician, and adjudicator throughout the United 
States	and	has	maintained	a	private	cello	studio	for	29	years,	with	
students receiving state and national honors.

Response Statement
I	love	ASTA!		For	nearly	40	years	I	have	been	supported	and	
inspired	by	this	association	in	a	variety	of	ways	–	as	a	student	
in performance competitions, as a private studio teacher, school 
orchestra director, university professor, and as a colleague to 
amazingly passionate and talented friends in this organization 
who inspire so many of us with their artistic teaching and 
performing. ASTA enriches what we do through the development 
of	community,	connection,	and	a	celebration	of	excellence.	I	am	
delighted to be a part of this string family.
 One of the unique traits of ASTA members is our spirit of 
sharing, a genuine desire to support one another as we support 
our	students.	After	living	and	teaching	in	7	states	and	4	regions	of	
the country, I have been impressed by the diversity of people and 
pedagogical	approaches	that	exist	within	our	organization.	These	
various backgrounds and strengths keep ASTA alive, interesting, 
and continually thriving. 
 As secretary, I hope to encourage connections and 
collaborations	between	various	members	–	performers	and	
teachers, amateurs and professionals, youth and retirees, 
researchers and advocates, sales reps and luthiers, composers and 
conductors, eclectic and classical connoisseurs (and the list goes 
on)	–	as	we	further	strengthen	our	community	and	continue	to	
learn from one another.

Jane Palmquist
Biography

Jane	Palmquist	is	associate	professor	of	
music at the Conservatory of Music of 
Brooklyn	College—CUNY.		
	 She	has	served	ASTA	as	NSPC	
director, Collegiate Roundtable chair, 
American String Teacher	Editorial	Board	
member, ASTA Research Committee 
member	and	president	of	the	Pennsylvania-
Delaware String Teachers Association.

 She is a frequent presenter, discussion leader, panelist and 
session moderator at ASTA symposia and national conferences. 
Her	string	publications	include	a	chapter	in	Applying Research 
to Teaching and Playing Stringed Instruments and articles in the 
American String Teacher and the String Research Journal. 
	 Palmquist	has	conducted	orchestras	and	taught	strings	to	
students,	pre-K	through	masters’	degree	levels.	Currently	she	
teaches Suzuki violin at the Rockland Conservatory of Music.
	 Palmquist	earned	the	Ph.D.	and	M.M.	degrees	from	The	
University	of	Texas	at	Austin	where	she	taught	in	the	UT-String	
Project.		She	is	a	current	member	of	ASTA,	NAfME,	and	the	
Suzuki Association of the Americas.

Response Statement   
ASTA is a vital organization with a clear, essential mission—to 
enrich “people’s lives through the joy of teaching and playing 
stringed instruments.” 
 The ASTA Secretary communicates with the student chapter 
coordinator	to	strengthen	student	chapters	(Goal	2	of	the	2014	
Strategic	Plan)—an	integral	constituency	of	our	organization.	
Today’s students are the future of strings—teaching, performing, 
listening,	and	creating.		And	what	a	bright	future	that	is!		We	enjoy:

•	 unprecedented	access	to	ideas,	recordings	and	videos	
online—from real-time streaming to century-old recordings;

•	 immense	interest	in	strings—one	recent	MOOC	on	teaching	
and learning violin had an enrollment of several thousand 
students the first time it was offered; 

•	 a	universe	of	string	music	in	folk,	traditional,	popular	and	
classical styles across the world and a growing body of newly-
composed	string	music	that	is	extending	string	techniques;

•	 increased	access	to	string	instruction	through	the	NSPC,	El	
Sistema,	MusicScores!,	the	Sphinx	Organization	and	other	
projects worldwide;

•	 increased	prevalence	of	string	music	teacher	education	
specialists	and	excellent	string	education	programs	in	colleges	
and universities;

•	 increased	attention	by	researchers	in	strings	and	in	related	
fields, especially neuroscience and musicians’ health;

 I would cherish the opportunity to work with the brilliant 
and	dedicated	ASTA	Executive	board	members	on	behalf	of	the	
entire membership. 

Secretary
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Kenny Baker
Biography

Kenny	Baker	became	Orchestra	Director	of	
McQueen	High	School	in	Reno,	NV	in	
2004	and	grew	the	program	from	an	
enrollment	of	57	members	to	over	140,	plus	
a	guitar	program.		He	is	a	Nationally	Board	
Certified Teacher, current Nevada ASTA 
President,	and	a	Yamaha	Certified	String	
Educator.		He	has	presented	at	several	state	
and national conferences on the topics of 

implementing electric instruments in the orchestra, assessment, 
and	successful	relationships	with	administration.	His	orchestras	
have performed at the ASTA National Orchestra Festival, and he 
has	served	as	a	guest	clinician	throughout	the	United	States.		He	
received	his	Bachelor	of	Music	Education	at	the	University	of	
Nebraska	–	Lincoln	where	he	studied	viola	with	Clark	Potter	and	
taught	in	the	UNL	String	Project.		He	received	his	Master’s	in	
Educational Leadership from the University of Nevada, Reno, 
where he and several colleagues continue to organize an annual 
workshop for Music Education majors.

Response Statement 
My students are a joy to work with, their parents provide 
an incredible support structure, and my colleagues and 
administration put students first.  I am energized by my students’ 
energy, enthusiasm, and willingness to learn.  Every day I get 
to step in front of young adults who want to be taught.  A day 
I don’t give them something to take away is a bad class in their 
world and mine - so I have to be the best educator I can. Since 
becoming an ASTA member my freshman year of college, it has 
been a precious asset to me as a life-long learner.  I remember 
attending my first National ASTA conference while still in 
college.  I was so awestruck by the clinicians, performers, and 
pedagogues. Since then, I have come to the conferences where I 
connect with friends old and new, and learn through everyone 
how to be a better teacher. Throughout my career, I have been 
blessed to work with so many talented people who are always 
willing to offer insight, advice, and assistance.  As a Member-At-
Large, I would love the chance to give back to the organization 
which has given so much to me.  A career as a string educator 
is amazing, and I would be humbled to have a direct hand in 
helping fellow string educators as best I can.

Sarah Black
Biography

Sarah	Black	has	been	teaching	orchestra	for	
nineteen years and is one of three orchestra 
directors at North Gwinnett Middle School 
in	Sugar	Hill,	GA.	
	 Black	holds	a	Bachelor	of	Music	
Education from Appalachian State 
University and a Master’s in Curriculum and 
Instruction from Lesley University. She was 
named	the	NGMS	Teacher	of	the	Year	for	

2011-12	and	was	selected	as	middle	school	Teacher	of	the	Year	for	
Gwinnett County. She has served as state treasurer for GA-ASTA 
and	is	currently	past-president	of	the	chapter.	She	chairs	the	K-12	
orchestra curriculum committee for national ASTA and currently 
serves as GMEA Orchestra Division Chair.  In addition to her 
responsibilities	at	NGMS,	she	is	co-conductor	of	the	Kendall	
Youth	Orchestra,	a	county-wide	honor	orchestra	comprised	
of	students	in	grades	6-9,	and	co-conducts	the	Main	Street	
Symphony,	a	community	orchestra	for	adults	of	all	experience	
levels. 

Response Statement
I would be proud to serve on the ASTA board as a champion 
for all string players and teachers.  I understand (and live) the 
daily struggles and triumphs that occur in our rehearsals and 
classrooms and want to help eliminate (or at least lessen) the 
burdens that lead to teacher and student burn out, but just as 
importantly, help celebrate the accomplishments of teachers and 
students that remind us of why we do what we do every day. I am 
passionate that every student enrolled in strings/orchestra should 
be	exposed	to	outstanding	teaching	and	strongly	believe	that	
starts at the very beginning of instruction. Quality instruction 
occurs when teachers feel supported, appreciated, and when 
they have the resources and materials they need. I am fortunate 
to work in a school and community where administration, 
colleagues, students, parents, and community members all work 
together to support music as an important part of students’ lives. 
As a member of the national board, I would be willing to offer my 
support and ideas to anyone that feels isolated or doesn’t receive 
the support that they and their students deserve. I want to share 
my enthusiasm and passion with others in this profession and am 
happy to serve as a liaison and advocate for anyone involved with 
ASTA on the local, state, and national levels. 

Member-at-Large

(Member-at-Large candidates continued on next page.)
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Joseph Gutowski
Biography

Joseph	R.	Gutowski	received	his	B.M.E,	
magna	cum	laude,	from	Hope	College	and	
his M.A. in Music Education from The 
Ohio State University, studying with Dr. 
Robert	Gillespie.	He	is	the	Past	High	School	
Vice-President	of	the	St.	Louis	Suburban	
Music Educators Association and represents 
St.	Louis	on	the	MSHSAA	Music	Advisory	
Board.

 A violist and violinist, he performs with numerous ensembles 
and for professional and community musicals. An acclaimed 
tenor,	he	has	sung	with	renowned	choirs	and	with	the	Hawthorne	
Players.
	 During	his	ten	years	at	Lafayette	High	School,	the	program	
grew	from	72	students	to	160.	Under	his	baton,	students	have	
performed	at	the	Missouri	Music	Conference	(2008),	Carnegie	
Hall	(2009),	the	National	Orchestra	Festival	(2011),	and	Disney	
World	(2015).	They’ve	received	straight	Superior	I	or	I+	ratings	at	
the	Missouri	State	Large	Group	Festivals	each	year.	In	2013,	they	
made their international debut performing in Italy.

Response Statement
I believe if we want to make a difference, we must nurture 
connections with students through music. I regularly give my 
students opportunities to be engaged in the process of learning. 
From student conductors to leadership roles, I encourage students 
to take ownership of their ensemble and music making. If I can 
make myself obsolete, I have done my job.
 When I teach, my main goal is for students to leave high 
school as better musicians and contributing members of society. 
I	tell	them	I	don’t	expect	them	all	to	be	professional	musicians,	
but	I	do	expect	them	to	have	a	greater	appreciation	for	the	arts	
and to be able to look back on their high school orchestra career 
fondly. For those who aspire to become professional musicians 
and teachers, I equip them with the skills, knowledge, and work 
ethic to be successful.
 I see the influence of my phenomenal mentors as I bring 
my best to string education. Even as a younger teacher, I have 
brought fresh ideas and technology to streamline audition 
processes through my region and Missouri, because there is a 
need to keep moving forward. I believe in making our jobs more 
manageable so we can put more energy into what matters most: 
the students.

Sidney King
Biography

Sidney	King’s	multi-faceted	career	as	an	
educator, double bassist and composer spans 
over three decades. A gifted teacher, he 
serves	as	Professor	of	Double	Bass	and	Music	
Education at the University of Louisville, 
School	of	Music.	Since	2006,	Mr.	King	has	
served on the faculty of the Sewanee 
Summer	Music	Festival.	In	2015,	he	was	
named	Teacher	of	the	Year	by	the	Kentucky	

chapter of the American String Teachers Association.
	 An	active	soloist	and	chamber	musician,	Mr.	King	has	
presented	recitals	nationwide.	His	distinguished	career	as	an	
orchestral performer includes twenty-two years as the assistant 
principal bassist of the Louisville Orchestra, twenty-three seasons 
with the Grand Teton Music Festival and appearances with the 
professional	orchestras	of	Detroit,	St.	Paul,	Houston,	Indianapolis	
and	Nashville,	among	others.	As	a	composer,	Mr.	King	has	
received commissions from diverse organizations nationwide for 
compositions ranging from pedagogical orchestra works to choral 
and instrumental chamber ensembles.

Response Statement
In three decades of teaching, my students have taught me that 
the key to establishing an atmosphere of learning and support 
is to create a sense of community among the members of the 
studio, the ensemble, the class, the school, and the greater 
musical community. What better community do we have as string 
teachers	than	ASTA!
 The ASTA community provides us with the platform to 
share. Of course we share our knowledge with students, but it 
is a joy to share with our colleagues as well. This is a resource 
in keeping our ideas fresh and our energies charged. This 
community provides us with a network of nurture and support 
as we struggle with challenges and issues that affect our mission 
of teaching. And this community gives us the opportunity to 
gather	regularly	at	the	local,	state,	and	national	levels	to	reaffirm	
our passion and commitment to this most noble profession of 
teaching!
	 The	ASTA	community	has	been	extremely	generous	
to me. Whether it be a matter of teaching, performance, or 
pedagogy, ASTA provides essential value. There is such a wealth 
of	experience	with	our	organization,	and	anytime	I	have	turned	
for advice, encouragement, or practical knowledge, I have 
encountered	expertise	and	a	generous	spirit.	I	am	deeply	honored	
to be nominated for a member-at-large position on the ASTA 
National	Board.	I	am	humbled	at	the	prospect	of	serving	this	
organization which has given so much to me, and I pledge my 
best energy in serving it.

Member-at-Large
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2016
National Solo Competition 

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

Deadline for submissions November 12, 2015

For details and 
repertoire, visit 
astaweb.com.

Voting in the National 
Board	Election
The election slate is now in place and voting for the incoming 
Board	members	will	begin	in	just	one	short	month.	All	
eligible members in good standing with the association as 
of	December	11,	2015	will	be	forwarded	a	ballot	based	on	
selected preference: electronic or mailed, printed copy. Each 
eligible member may vote only once—and by his or her 
preferred method. Once data is captured on December 11, 
you cannot change your method of voting for this election. 
All ballots, whether electronic or paper, must be cast for 
tallying	by	February	12,	2016.	Tallying	is	done	by	an	out-of-
house	company,	Softrac	America.	The	national	office	will	not	
have access to any cast ballots.
•	 Electronic Balloting

If	you	have	notified	the	national	office	that	you	would	
like to receive your election materials via this format, 
you will receive an email at the address you provided 
containing	your	official	ballot	and	instructions	on	how	to	
vote.

•	 Printed and Mailed Balloting
If you have not given your consent to vote electronically, 
you will receive a paper ballot via U.S. mail. All paper 
ballots must be completed and returned to the address 
provided	no	later	than	February	12,	2016.	Note	that	this	
is the received date, not postmarked date, and that ballots 
are	not	returned	to	the	national	office.

	 There	is	still	time	to	select	your	preference	for	voting!	If	
you would like to give your consent to vote electronically in 
this election and help reduce the high costs of paper printing 
and postage, please send an email to membership@astaweb.
com	no	later	than	December	11,	2015,	containing	your	
name,	city	and	state,	and	email	address.	You	also	may	contact	
the	office	at	703-279-2113	ext.	14	or	21.	

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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Notes
Things 4 Strings Among 
Honorees at Annual New Jersey 
Family Business Awards
For	23	years,	the	Rothman	Institute	coordinates	with	other	cor-
porate sponsors to select the finest family businesses in the state 
and recognizes them at an awards luncheon. Winners are profiled 
in the November issue of New Jersey Monthly magazine. Things 4 
Strings LLC is among the honorees at this event, for the second 
year	in	row!
	 The	New	Jersey	Family	Business	of	the	Year	Awards	recognize	
the significant contributions to the economy and community 
made	by	New	Jersey	family	businesses	whose	innovative	strategies	
and business practices have had a positive impact on the state and 
local economy, and on society.

Yamaha Corporation of 
America to Remain Official 
Provider for Disneyland 
Resort 
Yamaha	Corporation	of	America	recently	announced	that	it	will	
remain	the	official	provider	of	musical	instruments	to	the	Disney-
land Resort, solidifying a relationship that has spanned more than 
two decades.
	 “Disneyland	Resort	and	Yamaha	have	a	great	relationship,	as	
both companies share the love of music making, so we’re pleased 
that it will continue to grow thanks to this renewed agreement,” 
said	Tom	Sumner,	senior	vice	president,	Yamaha	Corporation	of	
America. 
 “Music has been an integral part of the Disneyland Resort 
experience	for	60	years,”	said	Bruce	Healey,	principal	music	pro-
ducer for the Disneyland Resort. “We are thrilled to continue our 
relationship	with	Yamaha	Corporation	of	America	to	help	provide	
one-of-a-kind	music	education	programs	and	experiences	for	our	
guests.”
 In addition to providing instruments and sound recording 
products,	Yamaha	sponsors	the	internationally	acclaimed	Disney	
Performing	Arts	program,	a	unique	educational	program	which	
enables youth ensembles, dance troupes, bands, choirs, vocal 
groups, and other performing arts organizations to entertain visi-
tors	at	Disneyland	Park	and	Disney	California	Adventure	Park,	as	
well as take part in workshops and other music programs.

Global M-Prize Music 
Competition to award $100 K 
Grand Prize
In a bid to identify and showcase the highest caliber of chamber 
music ensembles in the world, the University of Michigan (U-M) 
has	announced,	M-Prize,	a	new	international	competition	that	
will present a grand prize of $100,000—the largest award of any 
competition	of	its	kind!
	 M-Prize	will	be	based	at	U-M's	School	of	Music,	Theatre	&	

Dance	(SMDT)	and	will	take	place	each	May,	beginning	in	2016.	
Applications are now being accepted online at mprize.umich.edu, 
with	a	deadline	of	March	1,	2016.	The	competition	will	include	
two	age	divisions:	Junior	(ages	18	and	under)	and	Senior	(aver-
age	age	19-35).	During	its	inaugural	year,	M-Prize	will	focus	on	
chamber	music,	but	in	ensuing	years	it	plans	to	expand	to	include	
the full spectrum of chamber arts.
 The grand prize winner will be selected from one of three 
Senior Division ensemble finalists during a gala concert on May 
20	at	U-M's	Hill	Auditorium.	The	concert	will	be	broadcast	
on	Detroit	public	television	and	made	available	to	PBS	stations	
throughout the country.
 Aaron Dworkin, dean of SMTD, is the driving force behind 
the competition. Dworkin's goal for the competition is to focus 
attention on chamber music. It is an art form that he believes will 
provide the most vibrant career paths for ensembles comprising 
conservatory-trained musicians and other performing artists.
	 According	to	Dworkin,	M-Prize	will	showcase	how	artists—
at the top of their field—are forging their own careers, a necessity 
in the modern age of performing arts. “At the same time, it will 
encourage	young	artists	to	explore	the	limitless	possibilities	of	the	
genre.”

Dorothy Straub Passes
“Nurturing and enabling the capacity for each child to experience the 
excitement of music is what we are all about.”
 Violist Dorothy A. Straub Genualdi, educator, performer, 
composer, longtime ASTA member, and friend, passed away on 
September	17	at	age	74.	Born	in	Detroit,	Straub	received	her	
bachelor’s and master’s degree in viola/strings from Indiana Uni-
versity	in	Bloomington	and	a	sixth-year	certificate	in	administra-
tion from Fairfield University.
 Straub was active in many organizations and served as the 
“School Teacher” forum editor of American String Teacher (AST) 
from	1985-87.	She	encouraged	readers	not	to	forget	the	human	
aspect of string teaching and to provide students with challenging 
and enjoyable curriculum. She also served on the ASTA board of 
directors as member-at-large.
	 In	1992,	she	began	her	two-year	tenure	as	president	of	
MENC (now NAfME). At MENC, she played an active role 
in the development of national standards for music, as well as 
advocacy for arts in education. In 1995, she received the ASTA 
Citation	for	Exceptional	Leadership	and	Merit	and	the	NSOA	
Lifetime Achievement Award.
 Straub was the widow of Robert S. Genualdi, a noted bassist, 
teacher,	and	former	music	director	of	the	Greenwich	Bridgeport	
Youth	Orchestra	(GBYO),	who	passed	on	March	14.	They	were	
co-directors	of	the	Barnum	Festival’s	Jenny	Lind	Competition	for	
young American sopranos in Connecticut.
	 Both	served	with	the	Greater	Bridgeport	Symphony	under	
the baton of Maestro Gustav Meier. Straub performed with the 
Greenwich	and	Bridgeport	symphonies	from	1970	to	2009.
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What’s Happening When? 
Join us for the full conference, or just a portion. 

Wednesday, March 2
	 10:00	a.m.	 -	 7:00	p.m.	 Registration	Open	(D'Addario & Co.)
	 12:00	p.m.	 -	 5:00	p.m.	 Mini-learning	Academies	(conference	enhancement)
	 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	(D'Addario & Co.)
	 8:00	a.m.	 -	 9:30	a.m.	 Opening	Ceremony (Alfred Music)
	 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	Exhibits	&	Reception	(Merz-Huber)
	 5:00	p.m.	 -	 7:00	p.m.	 Silent	Auction	Opens
	 8:00	p.m.	 -	10:00	p.m.	 National	Solo	Competition	Finals	Recital	

Friday, March 4
	 7:00	a.m.	 -	 8:00	a.m.	 Sunrise	Sessions	(Merz-Huber)
	 7:30	a.m.	 -	 3:30	p.m.	 Registration	Open	(D'Addario & Co.)
	 8:15	a.m.	 -	 5:15	p.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	Open	to	All	Attendees/Silent	Auction	Open
	 11:30	a.m.	 -	12:15	p.m.	 Coffee	Break	with	Exhibitors							
	 5:30	p.m.	 -	 6:30	p.m.	 Attendee	Reception	in	Exhibit	Hall
	 	 	 5:45	p.m.	 Silent	Auction	Closes/Winning	Bids	Announced	
	 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	(Merz-Huber)
	 7:30	a.m.	 -	 3:30	p.m.	 Registration	Open	(D'Addario & Co.)
	 8:00	a.m.	 -	 5:00	p.m.	 Educational	Sessions
	 9:00	a.m.	 -	 2:00	p.m.	 National	Orchestra	Festival	Events
	 10:00	a.m.	 -	 2:45	p.m.	 Exhibit	Hall	Open	
	 10:00	a.m.	 -	 2:45	p.m.	 College	Fair
	 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	Concert	

Conference Closes

I’m Going! Why?
•	 Get	answers	to	pressing	teaching	challenges;
•	 Refresh	my	teaching	toolbox	with	new	ideas	and	repertoire;
•	 Experience	the	latest	technology	advancements	and	strings	products;
•	 Build	my	career—I	simply	refuse	to	miss	out	on	valuable	training	and	education	that	will	enhance	my	career;	and
•	 Collaborate	with	my	community.

Watch your mailbox for the full registration brochure!
Don’t miss your access to more than 200 educational sessions—there is something for everyone. K-12,	
Studio,	University,	Eclectic	Styles,	Students,	all	instruments	and	more!	Can’t	wait	for	the	brochure	to	arrive?	Visit	
the conference section on our website, astaweb.com, for full details and to register. 

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. 
www.scottlang.net
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section on astaweb.com 
for full details and to 

register!



54 | American String Teacher | November 201554 | American String Teacher | November 2015

Reserve Your Hotel Today! 
Rooms will sell out, so why wait?

Tampa Marriott 
Waterside Hotel & Marina 

700 South Florida Ave.
Tampa, FL  33602 

Single/Double: $169 + taxes
Triple/Quad: $189 + taxes

Hotel room rates are subject to applicable state & local taxes 
(currently 12%) in effect at the time of check out.	Call	813-
221-4900	or	888-268-1616	or	visit	www.astaweb.com	to	
make your reservations online. Cut off date for reservations 
is	January	29,	2016.

Register Early!
Register by December 15 to SAVE Time and Money! 
You	can	register	today	online	at	www.astaweb.com	or	using	
the enclosed registration form. As an added bonus if you 
register before December 15, your badge will be mailed 
to you so you will not have to wait in line at registration. 
Simply	bring	it	with	you,	pick	up	a	bag	and	go!
Three easy ways to register for the conference:

•	 Use the enclosed registration form
•	 Visit www.astaweb.com
•	 Call	us	at	703-279-2113	ext.	14

Joining us takes just a couple simple steps: 
 Â Register today!
 Â Call the Marriott Hotel
 Â Arrange Travel

Hotel

While	we	know	Tampa	Bay	has	much	to	explore,	
we are always ready to hand over the keys to 
adventure!	Treasure	awaits	in	Tampa	Bay!	
	 Once	the	world’s	Cigar	Capital,	Tampa	Bay	
is a vibrant region that takes pride in its rich, 
cultural	heritage.	Visitors	can	experience	delicious	
culinary	cuisine,	serene	river	excursions,	thrilling	
attractions	and	exceptional	shopping.	Explore	by	
land,	air	or	sea	–	share	your	treasures,	discover	
new ones and together we will unlock something 
new. So, come take over a destination full of 
culture,	rich	history	and	worthwhile	experiences.	
 Watch a Flamenco Show at The Columbia 
Restaurant, or indulge in a sugar high with a visit 
to	Berns’	Dessert	Room.	Perhaps	you'd	like	to	
shop	‘til	you	drop	at	the	International	Plaza.	
 

Things to Do!
Call 

888-268-1616 

and mention 

ASTA for 

rates!

        www.visittampabay.com

Important Notes:
You	must	mention	ASTA	when	reserving	or	you	may	be	given	a	
higher rate or told the hotel is sold out.

ASTA is NOT represented by, or has authorized any person 
or firm to contact attendees for hotel or travel accomodations. 
Please	be	wary	and	do	your	search	before	engaging	with	them.
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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 send form to: ASTA

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

For questions, call 703-279-2113 ext.14.

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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1. When did you know that you wanted to play a stringed 
instrument, and why did you switch to viola from violin?

I wanted to play clarinet! But the family had a violin, so 
that’s how I began music training. And I switched to viola 
(same range as clarinet) as soon as I could, by borrowing an 
instrument from the Interlochen Arts Academy library.

2. There is always a special teacher 
that makes a difference in a string 
player’s life. Who was yours and 
why?

Karen Tuttle, because she showed me 
that it could feel good to be expressive 
with the viola. Her emphasis on 
body fluidity and resonance had a 
deep effect on my work. Also, Felix 
Galimir, who was my musical mentor 
at Marlboro.

3. As a young player, what helpful advice was given to you that 
you’d like to share?

Above all, to listen…

4. How do you reach out to the community to inspire young 
players and advocate for the arts?

For six years, I have been artistic director of Music for 
Food, a musician’s initiative to help fight hunger in our 
home communities. Musicians volunteer their playing and 
the audience donates to local food pantries. What we have 
discovered over the years is that the musicians gain so much 
from knowing they can use their artistry as a tool of civic 
engagement, and the audience gains a lot by knowing that they 
are not passive receivers, but rather active participants in the 
process of turning music into food!
 Should anyone care to look in more detail, our website is 
musicforfoodboston.org.

5. You won a Grammy Award in 2013 for “Best Classical 
Instrumental Solo”— Kurtág & Ligeti: Music for Viola. 
As you accepted the award, what was going through your 
mind?

It was pretty funny: I was at home in Boston, sitting in a 
graduation recital! One of my students texted me the news, and 
we made a double celebration of it afterwards.

6. As you know, your name caused “some” confusion with 
another star of a similar name in the entertainment 
industry. You must have some comical stories to share about 
the mix-up.

It was not the first or last time. At least once a week, some 
stranger feels the need to make such a comment upon seeing my 
name — whether at a check-in or credit card perusal or even on 

ASTA's 2015 Artist 
Teacher Award Winner

Her	superb	viola	playing,	broad	range	of	technique,	and	choice	of	repertoire	are	just	a	few	of	the	many	reasons	rave	reviews	are	the	
norm	for	Kim	Kashkashian,	ASTA’s	2015	Artist	Teacher	Award	winner.	Her	tireless	quest	for	new	directions	and	forms	of	music	
making	is	an	active	element	of	her	musical	life.	Her	initial	teaching	experience	as	Karen	Tuttle’s	assistant	at	the	Philadelphia	Music	
Academy laid the foundation of a lifelong dedication to music. When she is not performing or recording, you can find her teaching at 
the	New	England	Conservatory	in	Boston	where	she	makes	her	home.

Meet 
Kim 

Kashkashian

Felix Galimir
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the phone. I am trying to learn to laugh instead of being 
annoyed!

7. I understand that you are an avid reader. What are you 
currently reading? Any favorites?

There are a few that I recycle every year or two; A Tale 
of Two Cities, Les Miserables, Don Quixote, and, in 
contemporary fiction, Mark Helprin, Ha Jin, and 
Kingsolver.

What I do for fun!

8. Will you give us some words of wisdom or advice for aspiring 
artists and performers?

Go with the flow, and keep your ears and mind open and receptive.

9. And, finally, why do you value membership in ASTA?

The artistic discipline is a life line into any future activity, so any 
organization functioning to support the arts for young people is 
great! ASTA does this in a most wonderful way.
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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
Alaska
Mari  Jamieson, 907-230-8084, 
marijaminak@gmail.com, Anchorage, AK

Alabama
Caroline Nordlund, cnordlund129@gmail.com, 
Hoover, AL

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

Arizona
Theodore  Buchholz, theodorebuchholz@
hotmail.com, Tucson, AZ

California
Thomas Tatton, ttatton43@gmail.com, Morro 
Bay, CA

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

Connecticut
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, 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, Jason, Heath, 847-932-2103, 
doublebassblog@mac.com, Evanston, IL

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

Kentucky
Christina  Givan, christina.givan@jefferson.
kyschools.us, Louisville, KY

Louisiana
Michelle Wilkinson-Nelson, mwn6861@aol.
com, Prairieville, LA

Massachusetts
Deanna  Leedy, Deanna.Leedy@gmail.com, 
Saugus, 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, 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, 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, swituszynski@comcast.net, 
Somersworth, NH

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

New Mexico
Suzanne Shelton, 05-255-8691 x422, 
shelton_s@aps.edu, Albuquerque, NM

Nevada
Kenneth D. Baker, 775-746-5810, 
bigredviola@yahoo.com, Reno, NV

New York
Edie R. Shillitoe, eshilli1@twcny.rr.com, 
Fayetteville, NY

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

Oklahoma
Peter  Markes, Peter, Markes, 405-726-7216, 
peter.markes@edmondschools.net, Oklahoma 
City, OK

Oregon
Jennifer  Arnold, Vlaprincess99@aol.com, 
Portland, OR

Pennsylvania
Joseph  Brennan, 610-863-5900,  
JABdonor@mac.com, Hainesport, NJ

Rhode Island
Susan  Curzio, suecurzio@gmail.com,  
Coventry, RI

South Carolina
Stacy M. Wiley, 864-814-8834, 
stacymwiley@gmail.com, Inman, SC

South Dakota
Marian E. Casey, 952-240-2328, Marian@
LyricWood.org, Sioux Falls, SD

Tennessee
Emily Hanna Crane, 931-221-6262, 
emilykmhanna@yahoo.com, Clarksville, TN

Texas
John Burton, 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, 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

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,	Chair,	MI,	palac@msu.edu	
Sarah	Black,	GA
Martin	Norgaard,	GA
Sharan	Leventhal,	MA
Renata	Bratt,	CA
Rebecca	MacLeod,	NC
David	Sogin,	KY
Board	Liaison:	Judy	Palac,	MI	

Eclectic Strings Committee 
with Roundtable
Renata	Bratt,	Chair,	CA,	renata.bratt@
gmail.com
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,	Chair,	VA,	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,	Chair,	MI,	palac@msu.edu	
Josh	Russell,	Vice-Chair,	CT
Elaine	Colprit,	OH
Lynne	Denig,	VA	
John	Fetter,	NY
Robert	Gardner,	PA	
Beth	Gilbert,	AZ

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

State Leadership Committee
Colleen	Tan,	Chair,	IN
Board	Liaison:	Brenda	Brenner,	MI
Associate	Liaison:	Amanda	Bernhardt

String Industry Council 
Committee
Chris	Rohrecker,	Chair,	NY
	 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	

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	

ASTA Past Presidents
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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Reviews
All	Strings
STRING TIME JOGGERS, 
RUNNERS, SPRINTERS. 
Kathy & David Blackwell, 
Oxford University Press, 
2005/2013, Solo book/CD 
$11.95-12.95; vn, va, vc, 
pno accomp $9.95-11.95.
This series offers pedagogically 
sound and wonderful sounding 
solos for private students 
on violin, viola, or cello, 
supplemented with colorful 
illustrations. Fiddle/Viola/
Cello Time Joggers begins with 
simple open-string songs, then 
introduces each finger on all 
strings, using quarter, eighth, 
half, and dotted half  notes. 
Lift bows and two and three 
slurred quarter notes appear by 
the end of  the book. Runners 
introduces low second finger, 
accents, tremolo, dotted-
quarter-eighth patterns, triplets, 
sixteenth notes, and more slur 
patterns. Sprinters includes 
low ones/high threes or cello 
extensions, some second and 
third position pieces, spiccato, 
hooked bows, and chromatic 
and blues scales. The included 
CDs offer wonderful play-
along tracks with stylistic 
accompaniments, and some 
slower-tempo practice tracks—
these will inspire students 
to practice! For most pieces, 
accompaniment parts (piano 
or strings) can be played in 
any instrument combination. 
Piano accompaniments are 
mostly quite accessible for 
intermediate-level pianists; 
students will enjoy advancing 
through the series and 
returning to play instrument 
duet parts their teacher 
played with them. The series 
also offers scale books, a 
book of  Christmas tunes, 
a Starters book with teacher 
handbook, an ensemble 
series, and motivational 
stickers—check http://
kathyanddavidblackwell.co.uk/ 
for complete listings. M.S.

String	Orchestra
BRANDING IRON! (Gr. 3, 
opt. pno). James Meredith. 
Carl Fischer, 2014, $55.
Meredith describes this as 
a hoedown from the cow’s 
point of  view. This motivates 
students to visualize the 
various melodic themes as 
scenes on a farm, using their 
imaginations to make the 
music come alive. The raucous 
D-major beginning reminds 
one of  a rodeo and chasing, 
roping, and corralling cattle 
on the ranch, with syncopated 
rhythms and jutting accents. 
The theme moves about 
and is varied, mutated, and 
enhanced in each section of  
the orchestra, occasionally 
adding a bit of  dissonance. 
The playful melody builds in 
intensity to a major climax 
followed by the branding 
of  the cows, portrayed with 
frantic, dissonant chords as the 
cows run from their betrayers. 
The music calms to a jaunting 
afternoon scene with lilting 
slurs and an awkward-sounding 
background. How graceful 
are cows anyway? A return 
to the rodeo theme gives all 
sections another chance at 
the limelight, with all brought 
together for a harmonious, 
happy ending. With learning 
some chromaticism, a good 
middle school group can 
have huge success with this 
entertaining piece. T.M.

DECK THE HALLS (Gr. 3). 
English Carol, arr. Jason Krug. 
LudwigMasters, 2014, $45.
The D-major opening of  
this creative arrangement 
feels very traditional and 
comfortable, with primarily 
unison playing of  the carol. 
Then celli get the melody 
while upper strings provide 
a rhythmic accompaniment 
(eighth notes with rests on 
beats two and four). The 
piece moves into B minor 
and more syncopated eighth/
quarter patterns to develop a 
6/8 rhythmic feel, although 
the time signature does not 
change. “Deck the Halls” in 
minor will certainly make the 

students (and audience!) listen 
closely for one eight-measure 
phrase, and then it’s back to D 
major for a grand ending. A 
very dramatic cadence sounds 
like the end of  the piece but 
instead leads into a maestoso 
phrase, an opportunity for 
very full bows and exaggerated 
sound. The final phrase has a 
return to the original tempo 
and then dies away, ending 
morendo. This familiar tune 
provides a nice opportunity to 
explore new concepts (minor 
tonality, syncopation, bow 
control) while still appealing 
to the holiday spirit. L.F.

DIANA THE HUNTRESS 
(Gr. 2). Jeremy Woolsten-
hulme. Kjos, 2014, $48.
In this wonderful baroque-
style piece, all sections have 
accented notes and repetitive 
sixteenth notes, giving 
everyone the opportunity to 
work on bowing from the 
elbow. With a strong pulse 
throughout, the challenge is 
to keep the tempo up. The 
center section changes to 
soft, melodic legato, with half  
notes and slurred eighth notes, 
then returns to very rhythmic 
patterns and baroque-style 
eighth notes, with crescendos 
and decrescendos as the 
melody line ascends and 
descends. All parts are equally 
important in driving the 
rhythm forward. My eighth-
grade students enjoyed this 
very much and the audience 
loved the fast action. P.R.

GESU BAMBINO (Gr. 3). 
Pietro Yon, arr. Jason Krug. 
LudwigMasters, 2014, $48.
This arrangement of  one of  
the most beautiful holiday 
classics is impeccably and 
lushly scored for strings 
in 12/8 and A major. The 
beautifully flowing tempo 
slows for the last four 
measures. Dynamics range 
from piano to fortissimo, 
with lots of  accents. Bowing 
techniques include legato, 
hooked and detaché; rhythms 
range from sixteenths to 
dotted whole notes. All 
instruments stay in first 

position. Krug included some 
beautifully rich passages on 
the lower strings, and all 
sections have their moment 
in the sun. A perfect selection 
for your high school strings 
to add vibrato, bow control, 
and mature musicianship to 
this lyric masterpiece. N.C.

HOLD ON! (Gr. 3). African-
American Spiritual, arr. Robert 
Sieving. Kjos, 2014, $48.
Sieving offers a very accessible, 
appealing arrangement based 
on the spiritual, Keep Your Hand 
on the Plow. Students explore 
syncopations (quarter note or 
longer) and the jazz/blues/
swing style. Primarily in D 
minor, with several C-sharps 
and G-sharps/A-flats sprinkled 
throughout, firsts, celli, and 
basses need to shift to third 
position (only basses have 
a few suggested fingerings). 
Some dramatic dynamic 
swells occur over long notes, 
providing excellent practice 
for bow control. The provided 
bowings seem appropriate and 
manageable for a solid Grade 
3 group. This arrangement 
comes with performance 
notes and a “Learning Bank” 
of  information about the 
African-American spiritual. It 
is enjoyable and meaningful 
for students while providing 
solid musical content and 
technical opportunities. L.F.

MARCH OF THE TOYS from 
Babes in Toyland (Gr. 4). 
Victor Herbert, arr. Bob 
Lipton. FJH, 2013, $50. 
In 12/8 and C and A major, 
this is a good representation 
of  the original work. Low 
strings answer high strings in 
the opening fanfare. Logical 
and accessible printed bowings 
help capture the spirit of  the 
piece. All but basses have 
melodic material. Most of  the 
piece can be played in first 
position, but the chromaticism 
will require work for 
intonation. This great addition 
to any holiday program 
will be enjoyed by both 
students and parents. M.C.
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MOTHER GOOSE TALES 
(Gr. 2-3, narrator). Brendan 
McBrien. Kendor, 2014, $48.
In this very creative 
arrangement McBrien has 
written music to illustrate 
his feelings while reading 
five nursery rhymes to his 
children. Each rhyme is read 
be read out loud (by a student, 
administrator, parent, or guest 
narrator) with the music to 
follow. The rhymes are The 
Clever Hen, The Old Woman of  
Harrow, Rain, The Clock, and 
Wee Willie Winkie. There are 
grace notes and portamentos, 
forward extensions (marked) 
on the G-string for celli, 
and accidentals including 
F-natural, C-natural, D-sharp, 
and B-flat; firsts even have 
a chromatic passage on the 
A- and E-strings that uses 
C-natural, C-sharp, D-flat, 
D-natural, D-sharp, E-flat, 
E-natural, and F-natural. 
The one- to one-and-a-half-
minute tunes, primarily in G 
and D, are catchy and use a 
variety of  styles, rhythms, and 
dynamics. All instruments 
get the melody. Basses shift 
a few times to third position 
but no other shifting is 
required. This fun piece, 
or individual movements, 
lets you incorporate literacy 
into lessons full of  musical 
techniques and objectives. L.F.

PIPPIN (Gr. 4, opt. piano). 
Stephen Schwartz, arr. 
Andrew Dabczynski. Al-
fred, 2014, $64. 
This arrangement from the 
Tony award-winning musical 
includes “Magic to Do,” 
“Corner of  the Sky,” “With 
You,” “Love Song,” and “No 
Time at All.” A lengthy medley 
(fifteen minutes), Dabczynski 
includes suggestions to 
perform tunes individually. 
Thorough program notes 
and performance notes for 
the conductor are included. 
It is impressive that this 
arrangement works well for 
strings—many pop/show tune 
medleys require percussion. 
Every instrument contributes 
to the overall effectiveness of  
sound, style, and drive. Each 

part gets a solo (some are 
quite simple) and there are also 
several solis and soli “duets” 
between sections. Every part 
also gets the melody. Keys 
are very accessible, from C to 
A, with a reasonable number 
of  accidentals throughout. A 
variety of  syncopated rhythms 
and a few time signature 
changes (including 7/8 and 
6/4) are very manageable. 
Required shifting is minimal 
in first violins, celli, and basses 
(none for seconds or violas); 
no fingerings are suggested. 
Clear bowings and stylistic 
markings help bring out each 
melody’s character. This 
setting provides a vast amount 
of  material for teaching 
different styles, rhythms, 
dynamics, articulations, and 
harmonic patterns. To top 
it off, it’s just good, well-
written, fun music! L.F.

RIPCORD (Gr. 1.5). 
George Sweet. Carl 
Fischer, 2013, $47.
Ripcord begins with a fanfare 
in violins and violas, answered 
by cello and bass. The melody 
is in the first violin and the 
harmony parts are heavily 
accented in their unison 
syncopated rhythm. Violins 
and cello have the melody in 
the contrasting soft section 
at 25. All harmony parts have 
dotted-quarter-eighth patterns 
and syncopation. At measure 
59 the volume goes up and 
the rhythms ramp up, with 
statement-answer between 
violins/violas and cello/
bass, into the fanfare again. 
Each part is exciting to play, 
with lots of  movement and 
difficult rhythmic figures. I 
consider this grade 2 because 
of  the rhythms and extended 
C-sharps in viola and cello. 
My students felt a great sense 
of  accomplishment when 
playing this fun piece—a 
true crowd pleaser. P. R.

ROAR (Int). Music/Words Katy 
Perry, Max Martini, Lukasz 
Gottwald, Bonnie McKee, 
& Henry Walter, arr. Todd 
Parrish. Belwin, 2013, $53.

In this arrangement of  the pop 
music sensation the melody 
cascades between violin and 
viola sections. Because the 
instrument sections share 
the eight-bar phrase, the 
ensemble must have equal 
talent in each section. Basses 
have either long, repeated 
notes or repeated eighth notes; 
cellos have a few glimmers 
of  melody but otherwise 
join the basses. An option is 
to have basses join the cello 
part in rehearsals to practice 
half  position. Violas double 
second violins in their melody 
sections. This song is excellent 
for students to learn B-flat 
major, with no accidentals 
and a few E-flats on the E 
string for firsts. Most students 
will know this song via radio, 
computer or TV. The students 
will have fun playing this and 
not notice how much they are 
learning at the same time. A.H.

STEAMPUNK (Gr. 3.5, 
perc). Richard Meyer. High-
land/Etling, 2014, $62.
This rhythmically intense piece 
is best suited for an older 
middle school or freshman 
string orchestra. The piece 
is structured in three parts: 
a 3/4 Allegro Moderato, a 
lyrical interlude at the same 
tempo, and a brisk 6/8 section. 
The frequent weak-beat 
entrances in the 3/4 section 
and rhythmic ties in the 6/8 
section are sure to make your 
students think twice while 
counting—a great work for 
teaching rhythm and heavy 
off-the-string articulations. 
The piece remains in a-minor 
throughout, with typical 
accidentals (F-sharp, G-sharp, 
and the occasional B-flat). 
The two percussion parts 
required for performance may 
be too complicated for string 
players, so borrow two band 
students. Interest is spread 
evenly across the five string 
sections, though basses bear 
the brunt of  the repetitive 
eighth-note ostinato. No 
sections have long stretches 
of  rests. The writing in the 
lyrical interlude gives students 
an excellent opportunity to 
show off  their phrasing with 

largely independent parts. The 
cello soli is particularly great 
for a strong cello section. 
Basses remain predominantly 
in first position while seconds 
and violas can play entirely in 
first position. Cellos require 
up through fourth position 
and the A octave harmonic, 
and firsts play up through the 
E harmonic. A first violin 
upper divisi part requires 
seventh positon, while the 
bottom part doubles an octave 
lower. Bowings do not pose 
a significant problem, though 
the rhythms in the 6/8 section 
move quickly. Short-hand 
notation for doubled sixteenth 
notes appears in all parts 
and the score. Steampunk 
would make a great concert 
opener or closer. T.N.

Violin
TOMBEAU FOR RICHARD 
DOHRMANN (vn, pno). 
John Craton. Wolfhead 
Music, 2013, $11.95.
Composed in memory of  a 
composer-friend who passed 
away suddenly, Craton intends 
to imitate the avant-garde 
style of  the late composer, 
incorporating ideas Dohrmann 
had intended to use in a 
composition that was never 
completed. A talented violinist 
himself, Craton demonstrates 
intimate knowledge of  the 
instrument and its varied 
sonorities. Initially, you might 
think the notes are randomly 
put together, but you realize 
it is intellectually crafted. 
As a piece to be performed 
between familiar recital pieces, 
or a piece written after 1970 
to fulfill a competition or 
recital requirement, I suggest 
giving this piece a try. It is a 
rather manageable length, you 
need a capable pianist for the 
daunting piano part. I promise 
a fun project when you learn it 
with all the special effects for 
both left and right hand. L.H.
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Viola
DISNEY FOR VIOLA (easy). 
Hal Leonard, $9.99.
This seven-page collection, 
ideal for the beginner, includes 
“Mickey Mouse March,” 
“Whistle While You Work,” 
“Can You Feel the Love 
Tonight,” and more. A weblink 
gives access to an audio 
recording with downloadable 
demonstration and play-along 
tracks. The clear notation 
is slightly bigger, easier for 
the beginning reader as well 
as for the adults without 
their reading glasses. One 
of  my students declared the 
collection “pretty cool.” D.G.

Cello
CELLO PREPARATORY REP-
ERTOIRE, CELLO LEVEL 1 
REPERTOIRE, CELLO LEVEL 
2 REPERTOIRE and CELLO 
ORCHESTRAL EXCERPTS. 
Cello Series 2013 Edition. 
Royal Conservatory Mu-
sic Development Program, 
series eds. Susan Gagnon & 
Joowon Kim. Frederick Har-
ris, 2013, $20.95-$29.95.
The Royal Conservatory’s 
collection of  comprehensive 
materials fully nurtures students 
and provides teachers with 
an organized pedagogical 
resource. This Cello Series 
includes repertoire, études, 
recordings, orchestral excerpts 
and technique outlined in 
nine separate volumes.
The Repertoire books include 
CDs with performances 
by cellists Andres Diaz, 
Arnold Choi, Stephan Fang. 
Each book conforms to 
the Royal Conservatory’s 
Cello Syllabus, 2013 Edition 
(MusicDevelopmentProgram.
org). The Preparatory, Level 
1, and Level 2 Repertoire 
books are divided into two 
parts: legato pieces in a slower 
tempo and energetic pieces in 
a faster tempo. Well-known 
melodies such as the “Ode 
to Joy” are interspersed 
with folk tunes and original 
compositions. Each successive 
level increases in difficulty with 
additions of  more dynamic 
prescriptions, articulations, 

hooked bowings, key signatures, 
and string crossing patterns.
Orchestral Excerpts is an excellent 
addition for students who meet 
Royal Conservatory Levels 
7-10 and Associate groupings. 
This is an affordable option 
for many students who don’t 
already have the Leonard Rose 
excerpt books or individual 
orchestral parts. It covers a 
vast amount of  repertoire 
and the fingering and bowing 
solutions provided by Gagnon 
and Paul Widner are extremely 
clear, an excellent resource 
for students and teachers 
who wish to incorporate 
orchestral technical and musical 
development. Students who 
become more serious about 
preparing for North American 
auditions will eventually 
want to purchase their own 
orchestral parts, to get used 
to reading and seeing notation 
and page layout from the 
original parts. Until then, this 
is one of  the best compilations 
on the market. A.C.F.

POP GOES THE CELLO, 
10 Original Pieces in Con-
temporary Styles. Aaron 
Minsky. Oxford University 
Press, 2014, $18.25.
If  you are a fan of  Minsky’s 
Ten American Etudes and Ten 
International Encores, then this 
is a must for your musical 
library. Intermediate level 
cellists will enjoy exploring 
various technical and musical 
challenges in pop, rock, 
country, heavy metal, and Latin 
styles. A trademark Minsky 
celtar-style tune, “Tiny Dancing 
Bears,” can be played with the 
cello picked and held across the 
lap like a guitar. Most pieces 
can be played in first through 
fourth positions, but “The 
Hipster” uses seventh position, 
and “Mississippi Showboat” 
requires the cellist to use the 
left thumb in fourth position. 
The performer must play 
double stops, power chords, 
spiccato, harmonics, and also 
be willing to have fun! This 
is a great teaching tool for 
rhythm, popular styles, and 
for using extended techniques 
like the celtar style or plugging 
into amplification. A.C.F.

Bass	Clef	Instruments
JOHN COLTRANE OMNI-
BOOK for Bass Clef Instru-
ments, Transcribed exactly 
from his Recorded Solos. Hal 
Leonard, 2013, $24.99.
Similar to other Omnibooks 
published by Hal Leonard, 
this is an excellent resource 
for musicians who want to try 
their hands or mouths at the 
jazz wizardry of  John Coltrane. 
Over fifty-two of  his solos 
are transcribed here including 
“Blue Train (Blue Trane)”, 
“Body and Soul,” “Giant 
Steps,” “Lush Life,” “Naima,” 
and more. Each tune specifies 
the recording from which it 
was transcribed. The volume 
is very easy to read, includes 
chord symbols for analysis, 
provides rehearsal letters, 
rhythmic styles and metronome 
markings and, like other 
Omnibooks, is spiral bound for 
easy page turns. An interesting 
addition for the serious jazz 
musician who wants to gain 
insight into Coltrane’s use of  
chord progressions, and for 
all bass clef  readers who wish 
to improve their skills. A.C.F.

Guitar
JUST FOR FUN SWING JAZZ 
GUITAR, BRITSH INVASION 
GUITAR. Alfred, $14.95.
These two selections are 
from Alfred’s “Just for Fun” 
guitar series, the inspiration 
for which appears to be the 
poorly conceived TABS 
found on numerous free 
websites. Both books contain 
accurate, albeit simplified, 
transcriptions of  original 
guitar parts (British Invasion) 
or arrangements faithful to 
the musical style (Swing Jazz), 
with chord diagrams with 
slash rhythmic notation. The 
melody, along with lyrics, 
instrumental introductions, 
bridges, and outros, appears in 
both standard music notation 
and tablature. Furthermore, 
each book contains a chord 
dictionary and notation/
tablature key explaining bends, 
articulations, harmonics, 
rhythm slashes, tremolo bar 
effects, and picking notation. 

Swing Jazz Guitar includes “Ain’t 
Misbehavin,’” “Blue Moon,” 
“Bye Bye Blackbird,” “I’m 
in the Mood for Love,” “It 
Don’t Mean a Thing,” “Makin' 
Whoopee,” “Stars Fell on 
Alabama,” and more. British 
Invasion Guitar contains “19th 
Nervous Breakdown” and “(I 
Can’t Get No) Satisfaction” 
(Rolling Stones), “As Tears 
Go By” (Marianne Faithful), 
“Dedicated Follower of  
Fashion” (The Kinks), “I Saw 
Her Standing There” and 
“Please Please Me” (Beatles), 
“The Kids Are Alright” (The 
Who), “Shapes of  Things” 
(Yardbirds), “She’s Not 
There” and “Tell Her No” 
(Zombies), “When You Walk 
in the Room” (Searchers), and 
“You’ve Got Your Troubles” 
(Fortunes). These songbooks 
provide educationally viable 
and engaging supplemental 
material for multi-level guitar 
classes or private lessons. L.E.

LA SERENATA, Italian Ser-
enades and Love Songs (flute, 
guitar). ed. Paula Robison 
& Frederic Hand. Theodore 
Presser, 2015, $22.99.
This collection of  well-known 
Italian opera arias and popular 
songs, artfully co-arranged by 
two veteran artist-performers, 
includes nine pieces from the 
Baroque to the Romantics. 
Helpful background story lines, 
historical information, and 
translations are provided for 
each piece. The well-planned 
layout (no awkward page-turns) 
fits each full score, except one, 
on two pages. The flute part 
has been expertly set in its most 
expressive ranges and the guitar 
part plays to the instrument’s 
better qualities while also 
taking advantage of  alternate 
tunings. Guitarists will find this 
collection moderately difficult 
with some technical challenges, 
but it is certainly attainable 
for any late-intermediate to 
advanced player. Selections 
from this set would fit nicely 
on a concert program—a 
truly welcome addition to the 
flute and guitar repertoire. 
Lastly, the part could be 
adapted for other instruments 
like violin or clarinet. J.K.
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ASTA

College Fair
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.
 For more fine ASTA publications available through Alfred 
Music,	please	see	page	21,	or	visit	alfred.com/asta.

Saturday, March 5, 2016 ● 10 a.m. - 3 p.m.

Part of the 2016 ASTA National Conference
Tampa, Florida • March 2-5, 2016

Last year’s inaugural event was 
such a success that ASTA will be 
once again hosting a College 
Fair at our national conference 
in Tampa this March. Based on 
participant feedback we have 
made many enhancements for an 
even better experience!

Why should my school 
participate? 

•	 Access 20 orchestras representing 
over 800 high school students 
and their directors from around 
the U.S.

•	 Access string	educators	and 
faculty representing all levels 
of teaching (K-12, private, 
collegiate)

• Access to string education and 
performance major students

• Opportunity to promote	your	
music education programs,	
summer	workshops and intensive 
study programs to a focused 
audience. 

• Gain prominent	visibility among 
all conference participants—
located in main exhibit hall with 
poster session presentations and 
string industry suppliers.

• Choose from 3 levels of 
participation for your school—
helping you reach your strategic 
goals faster! 

To	see	different	packages	
available	for	purchase,	visit	
astaweb.com/collegefair.
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Mark	Elliot	Bergman	(M.E.B.)	
is a double bassist, composer, 
and author in Northern Virginia. 
He serves on the faculty of 
George Mason University and 
is a member of several regional 
orchestras and chamber music 
ensembles in the capitol region.  

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

Murilou	Chilman	(M.C.) is an 
orchestra teacher in the Paradise 
Valley School District. She is a 
violinist and violist with a masters 
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. He is currently 
recording the cello duos of 
Jacques Offenbach with five CDs 
available at www.cdbaby.com.

Luther	Enloe	(L.E.) is instructor 
of guitar at Georgia State 
University and an artist affiliate 
at Emory University. He serves as 
the guitar chair for the Georgia 
Music Educators Association 

and as a member for the ASTA 
Guitar-in-the-Schools Taskforce. 
Additionally, he is active as 
a recitalist, adjudicator, and 
clinician, appearing at festivals 
and venues across the United 
States.

Amy	Catron	Flores	(A.C.F.) is 
assistant professor of cello at 
Millikin University where she 
teaches cello, pedagogy, lower 
string methods, and chamber 
music. She is the principal cellist 
of Sinfonia da Camera and 
cellist with the Arcadia Chamber 
Players, the Overtones Ensemble, 
and is active as a cellist in the 
central Illinois area. This year 
she is acting principal cellist 
of the Illinois Symphony and 
will be featured as soloist in 
the Brahms Double Concerto 
in Kankakee. She maintains an 
active private teaching studio in 
the Champaign-Urbana area.

Lindsay	J.	Fulcher	(L.F.) is a 
visiting professor of string music 
education at Ball State University 
and is ABD in the Ph.D. in 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 10 
years. 

Deborah	Greenblatt	(D.G.)	
gives lessons, workshops, and 
fiddle camps in an old 1925 
schoolhouse in rural Nebraska. 
She performs with Greenblatt & 
Seay, with the Greenblatt String 
Trio, and is co-concertmaster 
of the Hastings Symphony in 
Hastings, Nebraska. Greenblatt 
is a proud member of ASTA, 
the American Nyckelharpa 
Association, and the American 
Recorder Society.

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 and 
made his Carnegie debut in 
2014.

Allison	Hogue	(A.H.) is currently 
in her 11th year of teaching 
orchestra in the Scottsdale 
Unified School District. She has 
her degrees from the University 
of Arizona and University of 
Michigan, and her primary 
instrument is violin.

Jay	Kacherski	(J.K.) is a 
visiting lecturer in music theory 
at McNeese State University 
in Louisiana and a contributing 
editor for Soundboard magazine. 
He holds degrees from the 
Eastman School of Music, Florida 
Southern College, and the 
University of Texas at Austin. He 
is an active soloist and chamber 
musician with performances 
throughout the U.S. and Mexico. 

Tammy	Mason	(T.M.) is a 
string specialist for Tempe 
School District #3.  She earned 
her M.M. in instrumental music 
education and M.Ed. in bilingual 
education from Arizona State 
University.  She has taught and 
played professionally during 
her 25 years as director of six 
orchestras at Gililland Middle 
School. Tammy is the proud 
mother of 12-year-old Bianca 
and 9-year-old Aviel, both avid 
musicians.

Tim	Nowak	(T.N.) is a current 
Ph.D. student at Arizona State 
University (ASU). Prior to ASU, he 
taught 4–12th-grade orchestra 
for eight years in Victor, New 
York. Nowak, a cellist, earned 
his B.M. at Ithaca College, and 
his M.A. at the Eastman School 
of Music.

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

with two local symphonies in the 
Washington, D.C. area.

Pamela	Rheaume	(P.R.) has 
taught elementary and junior 
high orchestra in the Chandler, 
Arizona, Unified School District 
for 22 years. She has a B.A. in 
music education from Augustana 
College, and her Master’s 
in secondary education and 
leadership certification from 
Northern Arizona University.

Margaret	Schmidt	(M.S.) 
taught elementary and junior 
high orchestra for 14 years in 
Austin, Minnesota; Albuquerque, 
New Mexio; and Naperville, 
Illinois. She is professor of string 
music education and director 
of the Arizona State University 
String Project at Arizona State 
University.
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Studio Teaching Tips
The Finger Matrix Exercise

by Theodore Bucholtz

Successfully navigating the fingerboard requires a clear knowledge 
of the notes within each position and the deft ability to relate 
those positions to one another. Within the left arm there are 
generally two types of intonation challenges: structural intonation 
(the finger spacing within one position) and transpositional 
intonation (the spacing between positions). Through a distillation 
of	exercises	found	in	cello	treatises,	I	developed	an	exercise	
system	called	the	Finger	Matrix.	These	neck	position	exercises	are	
valuable for all levels of cellists—from students newly introduced 
to the instrument to advanced cellists fine tuning their left hands. 
These	exercises	can	easily	be	adapted	to	any	stringed	instrument.

Rules for the Finger Matrix
•	Play	the	matrix	on	all	strings;
•	These	exercises	can	be	played	vertically	down	the	columns	

(remain in one position per column);
•	These	exercises	can	be	played	horizontally	across	a	row	(ascend	

in position as you move to the right);

•	Sing	the	note	names	while	playing	to	solidify	the	“geography”	of	
the fingerboard;

•	Check	all	notes	that	can	be	tuned	to	an	open	string;
•	Use	a	variety	of	bow	strokes	and	slurring	combinations;
•	Use	a	variety	of	rhythms;
•	Practice	in	extended	positions;
•	Play	these	exercises	in	retrograde;
•	Change	the	finger	number	order	to	include	all	possible	

permutations;
•	Modify	these	exercises	for	the	upper	register	of	the	instrument;	

and
•	Distill	difficult	passages	from	the	repertoire	into	these	elemental	

units.

Getting Started
Roman numerals refer to a position. Arabic numbers refer to the 
left-hand	finger	number.	The	Cello	Neck	Positions	“Geography”	
indicates the location of these positions. 
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 The cellist can focus on one or multiple columns or rows each week depending on 
their ability and needs. Start by playing straight down the first column (first position), 
checking fourth fingers to ensure the pitch matches with the lower adjacent string. In 
subsequent weeks, more columns are added as the student develops a solid 
understanding of positions and accurate intonation. Once this has been achieved, move 
on to practicing the rows reading left to right. Ultimately, the cellist should feel 
comfortable	quantum	leaping	from	any	note	collection	on	the	Finger	Matrix	to	any	
other collection.

Finger Matrix Exercise

I II II½ III III½ IV   
(Position)

1 1 1 1 1 1
12 12 12 12 12 12
13 13 13 13 13 13
14 14 14 14 14 14
123 123 123 123 123 123
1234 1234 1234 1234 1234 1234

2 2 2 2 2 2
21 21 21 21 21 21
23 23 23 23 23 23
24 24 24 24 24 24
213 213 213 213 213 213
2134 2134 2134 2134 2134 2134

3 3 3 3 3 3
31 31 31 31 31 31
32 32 32 32 32 32
34 34 34 34 34 34
312 312 312 312 312 312
3124 3124 3124 3124 3124 3124

4 4 4 4 4 4
41 41 41 41 41 41
42 42 42 42 42 42
43 43 43 43 43 43
412 412 412 412 412 412
4123 4123 4123 4123 4123 4123

4321 4321 4321 4321 4321 4321
321 321 321 321 321 321

	 At	first	glance	these	exercises	may	
seem purely technical, but creativity lies 
in	how	we	teach	even	the	simplest	exercise	
to instill broad thinking and musicality. 
Apply macroscopic left-hand concepts such 
as hand form, fingers close to the string, 
percussive action, coordination, intonation, 
relaxation,	shifting	preparation,	continuous	
vibrato, and many more. The repetitive 
nature	of	the	Finger	Matrix	has	obvious	
implications for improving left-hand 
technique but also offers opportunities for 
focusing on tone quality, healthy resonance, 
and that ultimate ideal of beautiful playing.

Theodore Buchholz is the cello 
professor and head of strings 
at the University of Arizona. 
Described by newspaper 
critics as a “virtuosic cellist,” he 
debuted in New York’s Merkin 
Hall, and this season he will 
perform as recitalist and 

chamber musician in Alice Tully Hall at Lincoln 
Center, Tokyo, Idaho, Massachusetts, Montana, 
Utah, Vermont, and as a faculty collaborative 
artist. Buchholz studied at the San Francisco 
Conservatory of Music and the Manhattan 
School of Music. His recent research is focused 
on historical cello treatises, and he edited the 
technique book Exercises and Etudes for Elegance 
of Sound and Form in Cello Playing. He currently 
serves as chapter president of the Arizona ASTA 
and director of the Tucson Cello Congress. 
During the summers, Buchholz teaches and 
performs at the Killington Music Festival.
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K-12 Teaching Tips by Diane Rener

Improvisation on Day One

“Free improvisation, in addition to being a highly skilled musical 
craft, is open to use by almost anyone -- beginners, children, and 
non-musicians. The skill and intellect required is whatever is 
available. Its accessibility to the performer is, in fact, something 
which appears to offend both its supporters and detractors... And 
as regards method, the improviser employs the oldest in music-
making... Mankind's first musical performance couldn't have 
been anything other than a free improvisation.” — Derek Bailey

Improvisation is a direct creative process that students can partake 
in	from	the	beginning	of	their	playing	experience.	Yes,	musicians	
do communicate through playing a piece of music by bringing 
their own interpretation to the composed phrases. I would never 
argue	this.	However,	improvisation	is	beyond	that	expression	and	
can lead to new compositions. The opportunity to create is one of 
the best gifts we can ever give our students. It lifts the creator to 
a higher level of playing an instrument. That process of playing is 
no	longer	an	exercise,	waiting	for	approval,	but	is	the	expression	
of the student through his instrument. The student develops a 
way of communication beyond words. The question is, when 
should a student start learning to create? When he has perfect 
technique? When he has mastered advanced music? When he is at 
the end of book one? Creating has such a strong place in music I 
suggest starting on day one.
  As the students enter the classroom, we start our journey of 
music-making together. Introductions are made, a checking for all 
needed supplies take place, and the cases are opened. “Oohs” and 
“Aahs” come from the students as they look upon their shiny new 
instruments. We practice rest position, playing position, back and 
forth. We learn where A and D are on our instruments, and then 
the fun begins. 
 “I sing, you play.” So I sing, “A A A A” and they pluck, “A 
A A A.” I sing “A AA A A” and they pluck “A AA A A.” I keep 
singing four beat patterns with A. When I am convinced they 
are solid on how to pluck with good posture as well as where A 
is, I sing “A A D D” and they pluck “A A D D.” I continue to do 
four-beat patterns on D until this is solid. Then I sing, “D D A 
A”	and	they	pluck	this	back.	Next	pattern	starts	on	A,	going	to	D	
on beat three, followed by a pattern starting on D going to A on 
beat three. It is important to start where the last pattern ends. The 
students	are	able	to	have	a	reference	point	for	the	next	pattern	
and, at this point in their learning, are confident in their “risk 
taking” of repeating the patterns. It also is important to change 
the string at beat three, creating symmetry, another confidence 
booster. When students are all playing these patterns consistently, 
change between the strings on different beats. This entire process 
for	a	class	of	mixed	instruments	might	take	about	five	minutes.	
	 Here	is	where	the	fun	begins.	You	see,	with	these	two	notes	
we	have	ourselves	a	Power	Chord,	a	I	and	a	V	of	a	D	Major	Scale.	
Whole music empires have been built on a power chord and here 

we are, a group of fourth-grade beginners with this potential in 
our	hands.	I	explain	the	accomplishment	that	has	just	happened	
to	the	students.	We	cheer!	We	high-five!	The	students	clamor	for	
more,	so	I	explain.
	 I	explain	that	what	we	have	been	doing	is	repeating.	I	play	
and you play what I have already played. What we are going to 
do now is like a conversation. “If I was to run into you in the 
hall	and	said,	‘How	are	you	doing?’	would	you	say,	‘How	are	you	
doing?’	Certainly	not!	You	would	answer	something	different.	
Using the two notes, D and A, I am going to sing to you a four-
beat pattern and I want you to play a four-beat pattern back. 
Anything	is	correct	except	what	I	have	played.”	
 For some students, this is a moment of absolute joy. They 
love to take risks. They love to show you something above and 
beyond.	For	others,	this	is	pure	dread.	They	want	to	know	exactly	
what	they	should	play.	Being	given	a	pattern	you	will	never	play	
can help these students along. After a few cycles, suggest they 
change up one note. It is amazing what can happen to a person’s 
confidence in a few short minutes. During this time, students are 
playing back their four-beat improvised patterns all at the same 
time. Sure, it is not organized sound, but because they are playing 
only	A	or	D,	it	is	not	an	uncomfortable	cacophony.	Because	it	
is	all	at	the	same	time,	it	provides	for	a	safe	place	to	experiment	
improvising different patterns.
 As you observe the class being comfortable with improvising 
back	to	the	teacher,	it	is	time	to	give	them	autonomy.	Have	
them	turn	to	the	person	next	to	them	and	“have	a	conversation”	
through their notes A and D. 
 For the last few minutes of class, have them try A and D in 
their	method	book	during	the	first	few	lines	of	exercises.	Students	
are finding this really easy and have little problems with the string 
changes, so they run home and beg to show their parents their 
newly	formed	skill.	Many	times,	the	next	week	brings	a	plethora	
of songs written using the A and D. 
	 Next	week,	we	learn	the	notes	E	F#	and	G.	Setting	the	
fingers in tune is a tricky process, but practicing with repeated 
patterns soon help the students understand how it works. First 
we start with warm ups of D and A, like in week one. I teach E 
and how it is made on the D string. Then more four-beat patterns 
with E.  When E is mastered, I throw in an F. “D E F F.” (We 
learn	later	it	is	actually	an	F#.)	What	a	moment	of	discovery.	The	
“Happy	Risk	Takers”	put	down	their	second	finger	on	the	next	
tape and repeat along. The “Obedient Rule Followers” look at 
me sheepishly and the “Angry Critical Learners” tell me I have 
not	taught	that	note	yet.	The	“Happy	Risk	Takers”	are	given	the	
chance to teach how they figured it out to the rest of the class and 
we carry on until we get patterns using notes D through A. 
	 This	leads	us	to	the	next	step	in	improvising.	I	sing	patterns	
with	D	F#	and	A.		The	students	repeat	these	four-beat	patterns.	
When the notes are confident, I ask for conversations from them, 



www.astaweb.com | 71 

using a D Major chord. I sing patterns 
and they answer me, all together, playing 
their D Major Chord. When confidence is 
evident, I ask them to partner up and have 
improvisation conversations.
 The process of learning the notes and 
then	improvising	lasts	about	5	to	7	minutes.	
We have plenty of time for the book, and 
the learning in the book goes so much 
quicker because the students are used to 
putting their fingers on the strings for that 
specific note. The students are naturally 
in tune because they are learning the note 
as a note and not a physical reaction to a 
visual cue. As new notes are learned and we 
can build, one at a time, more basic chords 
for	harmonizing	(A	C#	E	G	as	a	V7	chord	
and	G	B	D	as	an	IV	chord),	students	can	
start doing simple harmonic analysis of the 
songs they are playing in the method book. 
Partner	projects	can	be	to	play	the	song	as	
written and the partner, using the harmonic 
analysis,	improvising	a	harmony.	Pretty	soon	
the students are writing their own harmony 
parts to the songs, and playing outside of 
class becomes something they do as a daily 
activity.
 Not that what we do should be aimed 
at the evaluation, but there are many things 
going on in the process of improvising that 
line up well with the evaluation tools we are 
using in schools. The students are having 
choice. They are given a bank of notes to use 
and it is their choice what they are playing. It 
is differentiation. Students who find playing 
easier will improvise patterns that are more 
complex,	while	a	student	who	is	struggling	
a bit will still be successful with a simpler 
pattern.  It is addressing the needs of the 
students	who	want	a	more	musical	experience.	
Students are communicating with each other 
and practicing their listening skills. There is a 
safe place to learn to take risks.  
 Improvising is creating, which is one 
of the most valuable skills we can teach 
children. Their voice is valuable and their 
ideas matter. Even as a beginner, they are 
part of the larger musical community that is 
waiting to hear their music.

Diane Rener is a strings teacher 
for Lake Forest District 67 in 
Illinois. A National Board 
Certified teacher, she has 
conducted extensive research 
focused on curriculum design, 
learning differences, and 
teacher evaluation. She is 

currently researching student acquisition of 
noncognitive skills.
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Showcase
Hand-Picked for You—Sleigh 
Full of Recommended Holiday 
Titles from Alfred

Alfred Music invites you to check out some of their 
new and best-selling holiday music—hand-picked for 
your upcoming holiday concert. Titles feature 

arrangements by Robert W. Smith, Gordon Goodwin, Mark 
Williams,	Deborah	Baker	Monday,	Mike	Lewis,	Michael	Story,	
and	many	more.	Score	PDFs	and	MP3s	are	available	for	
previewing	charts,	plus	Alfred	has	added	a	new	“Score	&	Sound”	
feature	on	the	2015	titles—just	look	for	the	video	icon	on	www.
alfred.com.
 

Connolly Music Is Exclusive 
U.S. Distributor for Faith 
Guitars

In a recent distribution deal, Connolly 
Music	will	be	the	exclusive	distributor	for	
Faith Guitars. With Connolly Music’s 

extensive	experience	in	the	professional	orchestral	market,	they	
are now diversifying their portfolio of products with the multi 
award-winning	British	Faith	Guitars	brand.
	 Jake	Connolly,	president,	commented,	“The	Faith	guitar	
line	embodies	a	fresh	and	winning	combination	of	exquisite	
hand craftsmanship, superb fit and finish, all solid wood acoustic 
and acoustic/electric guitars with alluring looks, accompanied 
by an affordable price point—not to mention a dedicated and 
burgeoning	community	of	followers.	We	are	proud	and	excited	
to	introduce	them	to	select	U.S.	dealers	after	13	years	of	success	
in Europe, who we believe will be equally intrigued with such a 
distinctive offering at very attractive prices—as well as connect 
those dealers with the current and rising number of interested 
buyers who have previously had limited chances to find Faith 
Guitars in the U.S.” 
 If you need more information, go to www.connollymusic.com.

Finding Your Voice
At	Pirastro,	we	strongly	believe	that	every	
instrument and player has their own unique 
voice. It is our job as string makers to provide 
players with different string options to find 

that voice. Since their introduction in the late 1990s advanced 
synthetic core strings have quickly become the new standard in 
orchestral strings. After creating our own proprietary version of 
this	new	advanced	synthetic	material,	Pirastro	has	forever	
changed the face of string making with introduction of brands 
like	Obligato	and	Evah	Pirazzi.	Now	with	five	different	advanced	
synthetic	core	brands,	Pirastro	strings	encourages	you	to	explore	
the possibilities and find your own unique voice.

 
•	 Evah	Pirazzi	Gold—the	newest	addition	to	our	advanced	

synthetic line. Using all new winding techniques the Evah 
Pirazzi	Gold	was	created	to	combine	the	warmth	of	Obligato	
with	the	power	of	Evah	Pirazzi.

•	 Evah	Pirazzi—the	soloist	choice	used	by	players	like	Joshua	
Bell.	Our	worldwide	bestseller	the	Evah	Pirazzi	provides	an	
intense and powerful sound made to be clear but warm.

•	 Obligato—the original advanced synthetic core string 
set. Modeled after our famous Oliv gut core strings the 
Obligato provides a warm nuanced tone that is popular with 
symphony and baroque players.

•	 Violino—our lowest tension advanced synthetic core string. 
The Violino produces a warm, smooth, and round tone with 
a gentle touch and feel.

•	 Wondertone Solo—using a specially modified advanced 
synthetic core the Wondertone Solo provides the player with 
a direct, brilliant, and focused sound. 

For more information on our entire line of fine orchestral strings 
and rosins, please go to our website www.pirastro.com  or email 
your string questions to Ed Mingo at usa@pirastro.com.
 

Personal, Friendly, Expert Service

SHAR Violin Shop In-Home 
Trial

Our safe, easy, and risk free in-home trial program 
allows you to try up to two violins, two violas, or 
one cello, and four bows for a seven day trial 
period,	shipped	anywhere	in	the	U.S.	Bows	that	are	

more	than	$200;	violins	and	violas	that	are	more	than	$500;	and	
cellos	more	than	$2,000	are	all	eligible. 
•	 Safe	–	Our	shipping	containers	are	designed	so	that	

instruments and bows arrive to you safely, in playing 
condition.

•	 Risk	Free	–	You	are	not	responsible	for	anything	that	may	
happen in shipping.

•	 Easy	–	Take	the	guesswork	out	of	return	shipping	charges.	
Our shipments include a prepaid return label for easy 
returns.	There	is	a	$20	fee	to	select,	process,	and	ship	bow	
trials,	$40	for	violin	or	viola	trials,	and	$80	for	cellos.	
(Shipping	charges	may	be	higher	to	Alaska	and	Hawaii) 

The in-home trial shipment consists of items sent to you as 
a deferred-billing sale. While all items are billed on an open 
account basis when they are shipped, customers only will be 
charged for what they keep and what has not been received by 
SHAR	Music	at	the	end	of	the	trial	period.	The	return	date	is	
calculated to allow for the seven-day trial period, plus shipping 
times.	Please	contact	SHAR	Music	for	exact	details	on	this	
program	or	by	going	to	their	website	at	SHARMusic.com.
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