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Message from the President
Parks Award for Leadership in Music Education,”
Dr. Boonshaft has recently been named Director of
Education for Jupiter Band Instruments. Dr. Boonshaft
is the author of the critically acclaimed best-selling
books Teaching Music with Passion, Teaching Music
with Purpose, and Teaching Music with Promise, as
well as his first book for teachers of other disciplines,
Teaching with Passion, Purpose and Promise. He
is also co-author of Alfred Music Publishing’s new
beginning method book series, Sound Innovations
for Band, and Sound Innovations for Strings, as well
as Sound Innovations: Ensemble Development for
Intermediate Concert Band, and Sound Innovations:
Ensemble Development for Advanced Concert Band.

T

his past autumn was a busy one, with the
two-day Kurt Sassmanshaus Workshop
and the Kelemen String Quartet Master
Class on back-to-back weekends. We also
managed to sneak in the Roy Sonne Master Class
at the last minute on January 2–3, 2016. The
event came together with too short a notice to be
included in our mailings, so we were left with
our eNewsletter, our website, and Facebook for
promotion. I take this opportunity to encourage
all our members to sign up for the eNewsletter if
you don’t currently get it. It’s absolutely the best
way to stay informed on all of our activities.
2016 Annual Meeting and Chapter MiniConference
ASTA MD/DC Chapter is proud to present guest
speaker and clinician Peter Boonshaft of Hofstra
University for our 2016 Mini-Conference. From
his biography:
Called one of the most exciting and exhilarating
voices in music education today, Peter Loel Boonshaft
has been invited to speak or conduct in every state
in the nation and around the world. Honored by
the National Association for Music Education and
Music For All as the first recipient of the “George M.
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We are very excited about this year’s MiniConference, and will be announcing Mr.
Boonshaft’s presentation topics soon. Please note
that the conference date has been moved from
April 17, 2016 to May 22, 2016. As in past years,
the ASTA MD/DC Mini-Conference will be held
in the Education Center at Strathmore, courtesy
of our friends at Levine Music. The chapter
Annual Meeting will be held immediately
beforehand.
James Stern Violin Workshop
Violinist James Stern will be joining us on
January 10, 2016, hosted in the home of board
member Mark Pfannschmidt. A big thanks
goes out to the Potter Violin Company for
helping us make this event possible. Mr. Stern
will be presenting on two topics: “Interpreting
Tchaikovsky’s Violin Concerto,” and “Developing
the Inner Performance: The Process of Gaining
Extraordinary Ability.” Attendees are encouraged
to bring their instruments to this event.
ASTA/Levine Music Winter Cellobration: Amit
Peled Cello Workshop
On January 24, 2016, we bring you our second
annual Winter Cellobration, a workshop with
cellist Amit Peled titled “The First Hour.” This
event, a collaboration with Levine Music, will
be held at the Education Center at Strathmore.
Thanks again to the Potter Violin Company for
their support!
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ASTACAP Exams
Registration is ongoing for our February 21,
2016 Winter ASTACAP Exams. To register, or
for more information, please visit the Certificate
Advancement Program page on our website.
There is also information posted for the Spring
exams, scheduled for June 5, 2016.
Towson Student Chapter Update
Our fledgling student chapter is off to a great
second year. They are currently planning their
own campus event featuring famed violinist Ava
Kavafian. Keep up the great work Towson!
Elections and Chapter Awards
Don’t forget to submit your nominations for our
annual Chapter Awards: Teacher of the Year and
Outstanding Service to Strings. We know there are
plenty of deserving string teachers out there whose
efforts need to be recognized, so please send in
your picks. Deadline is February 15, 2016.
We are now accepting nominations for our two
elected board positions: Treasurer and President-

Elect. The Treasurer position has a two-year
term, while President-Elect entails a six-year
commitment: two years as President-Elect,
followed by two years as President, and finally
the last two years as Past-President.
If you’d like to get more involved in our chapter,
there are many other ways to volunteer that
don’t involve those kinds of responsibilities and
commitments. Please feel free to contact us if you
are interested in joining the team.
ASTA National Conference
This year’s national conference will be held
March 3–6, 2016, in Tampa Florida. This
phenomenal event draws string teachers from all
over the country and is truly the crown jewel of
ASTA events. This year, I will be presenting on
the topic “Getting Things Done in Your Private
Studio” on Friday, March 5, 2016, at 7 a.m. If you
are planning on attending the conference, I hope
you will set your alarm clock and join me!

FACULTY ARTISTS
VIOLIN
Victor Danchenko
Herbert Greenberg
Violaine Melançon
Keng-Yuen Tseng

photo: Richard Anderson

VIOLA
Choong-Jin Chang
Victoria Chiang
Richard Field
VIOLONCELLO
Amit Peled
Alan Stepansky
DOUBLE BASS
Ira Gold
Paul Johnson, Chair
Jeffrey Weisner

Matt Tifford

Peabody boasts a
preeminent faculty, a
collaborative learning
environment, and the
academic resources of
one of the nation’s leading
universities, Johns Hopkins.

peabody.jhu.edu/asta
800-368-2521
Like us on Facebook
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410-234-4848
@george_peabody
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ASTA MD/DC Chapter
Upcoming ASTACAP EXAMS
Winter Exams

Sunday, February 21, 2016, 2:00 – 6:30 pm
Application deadline: February 5, 2016

Spring Exams

Sunday, June 5, 2016, 2:00 – 6:30 pm
Application deadline: May 1, 2016

Location for both exams:
Temple Beth Ami
14330 Travilah Road
Rockville, MD 20850

For details on exams, and online application, please visit:
http://www.asta.net/certificateprogram.php
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ASTACAP Changes for 2016 Exams

T

he exam format has been evolving over the past
two years and adoption of finalized changes in
ASTA MD/DC Chapter will be implemented for the
2016 exams.
The following are the most important changes:

Memorization:

Memorization is now optional but is HIGHLY
RECOMMENDED and is worth up to 12 points
on the grading scale. Students who do not
memorize automatically lose those points on
their exams.

Passing the Exam:

A total score of 50 or above warrants passing the
exam and the awarding of a certificate.

Honors:

The designation of Honors is awarded solely at
the discretion of the examiner and is considered
when:
An overall score of 90 – 100 is achieved PLUS
one or more of the following:
• The student performs a solo or solos from a
higher level
• The student performs a substantive cadenza
with a concerto movement at levels six and
above
• Solos and scales are performed from memory
with the exception of classical and later
sonatas.

New Examination Form:

The new examination form is much more
detailed and a numeric score is assigned to
each assessed skill. The back side of the form
is devoted to comments. Examiners will place
emphasis on written comments, as in years
past, and will strive to encourage and inspire
participating students with constructive and
positive grading and commenting.
The new Evaluation Forms were used at our
chapter’s June 2015 exams and aside from some
minor issues that have been corrected, the exams
went very well. Please give this new format a
chance. It has some very nice aspects!

A Few Repertoire and
Exam Requirement Changes:

In Violin Levels 7 – 10, the new scale
requirements include the diminished seventh
arpeggio. Some movements of the Bach Solo
Sonatas and Partitas are now listed for specific
violin levels, ranging from Level 8 to Level 10.
Teachers should review all repertoire and exam
requirements listings for other minor changes.

Photocopies:

Students must perform from an original copy
unless the music is out of print, in the public
domain, or allowed by the specific copyright.
One photocopy of the original however, for both
etude and solo(s), is permitted (and required) for
the use of the in person examiner, in compliance
with Fair Use Copyright regulations.
Teachers are encouraged to download the 2015
Handbook as an indispensible guide for preparing
students annually for the ASTACAP exams. The
handbook is currently available for free but in the
future there might be a charge for the handbook
and related materials. Find the handbook at the
ASTA website under Member Resources. (Both
your login and password to ASTA are simply
your email address unless you have changed it
yourself). Access each section by clicking on
its title in the Table of Contents list. Links are
now in place so searching and downloading
specific sections can be done easily. It is strongly
recommended that participating teachers view
and get familiar with the new evaluation form.

The core aspects of the ASTACAP program have not
been changed.

Students may still:

• Enter at any level deemed appropriate by the
teacher.
• Retake levels.
• Sign up for “Comments Only.”
• Present solos with or without an accompanist.
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The new evaluation form still
includes opportunities for
evaluation on the following skills:
•
•
•
•
•
•
•
•
•
•

Intonation
Rhythmic accuracy
Left hand technique
Right hand technique
Tone
Expression (though now dynamics are graded
beginning at Level 2)
Memorization (though optional)
Posture
Stage presence
Sight reading (applicable beginning at Level 2)

As in the past, this program is only available to
students who study with ASTA members. Teachers
receive each participating student’s exam form to go
over and give to students at their lessons. If you have
any questions or particular concerns as we transition
to the new procedures this year, do consult with our
chapter’s ASTACAP Committee members. They are:
Lya Stern, Mark Pfannschmidt, Dorée Huneven, and
Julianna Chitwood.

PERRIN &
ASSOCIATES

FINE VIOLINS
Rodger Perrin

517 North Charles Street
Second floor
Baltimore, MD 21202

(410) 539 - 0043

Hours: Monday – Friday, 10 am to 5 pm. Saturday by appointment.

e

www.perrinviolins.com
perrinviolins@verizon.net
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Concert Orchestra

Viennese
New Year’s
Celebrion
PRESENTS

January 10, 2016

•

7pm

First Evangelical Lutheran Church

3604 Chatham Road, Ellicott City, Maryland 21042

Waltzes and polkas of Johann Strauss, Jr. and others,
narrated by WBJC’s Jonathan Palevsky.
With dancers from the Howard County Ballet and a special
video, “Scenes of Vienna, Prague, and Budapest”

Ronald Mutchnik, Music Director
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ASTA MD/DC Chapter

2016 Nomination Form for New
Officers
Election time has rolled around again. Current President-Elect Julianna Chitwood will take over as
President in May 2016. We have a very active and vital chapter. Let’s keep the momemtum alive!
Nominate your capable colleagues (or even yourself) for the following officer positions, 2016–2018
term. You may submit a nomination for one position, or submit two nominations for the two
positions.

1. President-Elect, ASTA MD/DC Chapter
2. Secretary/Treasurer, ASTA MD/DC Chapter
Contact President Matthew Tifford mtifford@me.com for duties required for each office. Please
check with your nominee first to be sure he or she is interested. Send your nomination(s) via email to:
Daniel Levitov
dan.levitov@gmail.com

Deadline for nominations is February 15, 2016.
Elections will follow.
Winners will be announced in May 2016.

President-Elect, ASTA MD/DC Chapter
Nominee __________________________________________
Address ___________________________________________________________________
Phone _______________________ Email _______________________________________
Please submit a statement detailing why you think this person should be nominated for this position.

Secretary/Treasurer, ASTA MD/DC Chapter
Nominee __________________________________________
Address ___________________________________________________________________
Phone _______________________ Email _______________________________________
Please submit a statement detailing why you think this person should be nominated for this position.
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Gailes’ Violin Shop
Because the right instrument can take
you wherever your dreams may lead.
10013 Rhode Island Ave.
College Park, MD
301.474.4300
800.245.3167
www.GailesViolin.com

Now using 100% Wind Power
Stringendo Winter 2015–2016
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ASTA MD/DC Chapter
2016 Nomination Form for Annual Awards
At the Annual Membership Meeting on May 22, 2016, ASTA MD/DC Chapter will present two
awards: Teacher of the Year and Outstanding Service to Strings. Do you know a string teacher who
deserves recognition? Nominate that person for the Teacher of the Year Award! Do you know a person
or business that has provided excellent services or support to string teachers and students? Nominate
this person or business for the Outstanding Service to Strings Award! Send your nomination(s) to:
Daniel Levitov
dan.levitov@gmail.com

Deadline for nominations is February 15, 2016.
Winners will be announced at the Annual Membership Meeting, May 22, 2016.

Teacher of the Year, ASTA MD/DC Chapter
Nominee __________________________________________
Address ___________________________________________________________________
Phone _______________________ Email ________________________________________
Please submit a statement detailing why you think this person should receive this award.

Outstanding Service to Strings, ASTA MD/DC Chapter
Nominee __________________________________________
Address ___________________________________________________________________
Phone _______________________ Email ________________________________________
Please submit a statement detailing why you think this person should receive this award.
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From renting my first 1/4 size violin to purchasing my current violin
and viola, the Potter Violin Company has been an important
partner in my musical journey. I want to thank my teachers,
my parents and Potter’s for helping me achieve my dreams.

— Emily Mansfield

former student of the Peabody Preparatory
and current student at Indiana University,
Jacobs School of Music

The Potter Violin Company

Helping String Players Put Their Best Sound Forward

301.652.7070
800.317.9452
Also visit us at
store.pottersviolins.com
pottersviolins.com
onlyviolas.com
SHOP
ONLINE

4706 Highland Avenue
Bethesda, MD 20814
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MSMTA and ASTA MD/DC Chapter

2016 Spring Festival: Strings Plus
Chamber Music Competition for Strings and
Any Other Instruments with Strings
Kelly S. Hsu, Chair, 301-610-7530, kellyshoe@verizon.net
Date:

Sunday, March 13, 2016, 9:00 a.m. to 1:00 p.m.

Deadline:

February 1, 2016

Location:

The Landon School Mondzac Performing Arts Center
6101 Wilson Lane, Bethesda, MD 20871

Fee:

$15 per person per ensemble entry, regardless of the number of performers
Entering teacher should send one check for all entries.
Make payable to MSMTA, and send to:
Kelly S. Hsu, 532 West Montgomery Ave, Rockville, MD 20850

Eligibility:

Students through 12th grade, age 6 and above, as of March 13, 2016

Time Limits: Ages 6–9
Ages 10–12
Ages 13–15
Ages 16–18

4 minutes
6 minutes
8 minutes
10 minutes

Repertoire:

Two movements of a composition are acceptable but not required.
Please contact the chair if there are any questions.

Procedure:

The following rules apply to this festival:
1. The coach must have worked with the ensemble at least 75% of the time and be a
member of either MSMTA or ASTA.
2. The piano part must be performed by students. A professional pianist may perform
only in case of orchestral reductions for piano.
3. Ensembles may enter competitively or non-competitively for a rating.
4. Students must have an original part and teachers should make a good faith attempt to
provide an original score for the judge.
5. Ensembles will be grouped according to the average age of the participants.
6. In competitive events, 1st, 2nd, 3rd, or Honorable Mention may be awarded.
7. If a student plays in more than one ensemble, coaches and pieces must be listed on the
back of the application form.
8. Judges’ comments of each ensemble’s performance will be sent to the coach.
9. Judges’ music should be measure numbered on each staff.
10. Teachers must be available to help on the day of the event.
The general rules governing MSMTA events also apply.
Please read them carefully: www.msmta.org under Student Activities
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#
Application Form

2016 Spring Festival: Strings Plus
Sunday, March 13, 2016

The Landon School, Mondzac Performing Arts Center
Kelly S. Hsu, Chair, 301-610-7530, kellyshoe@verizon.net
Application forms should be filled out by the MSMTA or ASTA teacher only.
Please send one check for all entries, made payable to MSMTA, postmarked by February 1, 2016, to
Kelly Hsu, 532 West Montgomery Ave., Rockville, MD 20850
Please Print or Type
Average Age of Group: _______ (For Office Use Only)
q Competitive
Is a piano needed?

q Non-competitive
q Yes

q No

Name of Coach: _______________________________________ Phone: ________________________
Coach’s Address: ____________________________________________________________________
Coach’s Email: ______________________________________________________________________
Name of Student: ______________________________________ Birthdate: __________ Age: ______
Instrument: ____________________ Is student in another event? q Yes q No
Name of Student: ______________________________________ Birthdate: __________ Age: ______
Instrument: ____________________ Is student in another event? q Yes q No
Name of Student: ______________________________________ Birthdate: __________ Age: ______
Instrument: ____________________ Is student in another event? q Yes q No
Name of Student: ______________________________________ Birthdate: __________ Age: ______
Instrument: ____________________ Is student in another event? q Yes q No
Composition(s):
Title: _______________________________________________________________________
Composer: _____________________________________ Performance time: ______________
Note: If any student is in more than one ensemble, list name, composition, and coach of each additional
group(s) on the back of this application.
I hereby acknowledge that I have read and understand the rules governing MSMTA events and this specific
event and agree to abide by them. My students and/or parents have also been apprised of the rules.
I understand that I must be available to assist with the event on competition day. If I fail to fulfill my work
obligation, I understand and agree that my students may be declared ineligible to participate in this event.
I will not request exceptions to this requirement.

I am a member of: q MSMTA

q ASTA

Coach’s signature: ____________________________

Stringendo Winter 2015–2016
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Arts Laureate

Prepare to be impressed.

MCYO’s
70th Year!

Maryland ClassiC youth orChestras
of

Strathmore

The Resident Youth Orchestra of Strathmore
Artistic Director, Jonathan Carney | Music Director, Kristofer Sanz

Listen!
MCYO musicians in six outstanding ensembles from grades 3 to 12
will impress you with the sounds of a professional orchestra!

Philharmonic, Grades 10-12 • Chamber Ensemble, Grades 9-10
Symphony, Grades 8-10 • Young Artists, Grades 6-8
Chamber Strings, Grades 4-6 • Preparatory Strings, Grades 3-5
Plus Chamber Groups, Flute and Clarinet Choirs, and Harp Ensemble

JOin!
Musicians from Maryland, DC, and Virginia welcomed.
Online registration for auditions begin mid-June.
Annual auditions are held in late August at The Music Center at Strathmore.
5301 Tuckerman Lane, North Bethesda, MD

Rehearsals are Wednesday evenings at The Music Center during the school year.
Call to observe—301-581-5208. Concerts take place at The Music Center
and other fine local venues in December, March, and May.

Audition requirements and information on FREE
Master Classes during the year can be found at

www.mcyo.org

special discounted tickets for music teachers!
14
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MSMTA and ASTA MD/DC Chapter

2016 Spring Festival: Solo String Instruments
JEAN PROVINE, co-chair, 301-927-5312, jean.provine@gmail.com
MARIA MONTANO, co-chair, montanoviola@gmail.com
Date:

Sunday, April 17, 2016

Deadline:

Monday, March 7, 2016

Location:

Clarice Smith Performing Arts Center, University of Maryland
Rt. 193 and Stadium Drive, College Park, MD

Fee:

$25.00 per entry
Entering teachers should send one check for all entries.
Make the check payable to MSMTA, and send it to:
JEAN PROVINE, 4611 Beechwood Road, College Park MD 20740

Eligibility:

Students through 12th grade, age 6 and above, as of April 17, 2016.
First Place winners from last year may enter competitively.

Time Limits:

Ages 6–8
Ages 9–10
Ages 11–12
Ages 13 and up

Rules:

The following rules apply to this festival. Failure to comply with any rule may
result in disqualification.

4 minutes
6 minutes
7 minutes
10 minutes

1. Teachers are not allowed to accompany their own students. (Parents may accompany.)
2. Competitive students must perform from memory, including sonatas.
Non-competitors may play from music.
3. Students who compete must bring an original copy of either the score (accompaniment) or solo
part for the judge.
The measures must be numbered.
Non-competitors playing from music may, but are not required to provide a copy for the judge.
No one should give the judge a photocopy.
4. 1st, 2nd, 3rd place and possibly Honorable Mention will be awarded. Judge’s decisions are final.
5. Teachers must be members of either MSMTA or ASTA and be available to help on the day or
with paperwork before or after.
Teachers will receive a comment sheet for each of their pupils.
The general rules governing MSMTA events also apply.
Please read them carefully: www.msmta.org under Student Activities

Stringendo Winter 2015–2016
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#
Application Form
MSMTA and ASTA MD/DC Chapter

Spring Festival: Solo String Instruments
Sunday, April 17, 2016
Clarice Smith Performing Arts Center, U of M, College Park
This application should be filled out by an MSMTA or ASTA member teacher. Each teacher should send only one
check for all entries, made payable to MSMTA. Postmark deadline: March 7, 2016.
Send to: JEAN PROVINE 4611 Beechwood Road, College Park MD 20740
Instrument:

q Violin

q Viola

q Competitive

q Cello

q Bass

q Guitar

q Harp

q Noncompetitive (Last year’s winner may enter competitively)

Name of student ______________________________________________ Date of birth _____________________
Email _______________________________________________________ Phone __________________________
Accompanist’s name ____________________________________________ Phone: _________________________
Accompanist’s email ___________________________________________________________________________
If you need an accompanist, the Festival can recommend one available for hire. Contact the chair for details.
For scheduling purposes, please list any time restrictions affecting you or your accompanist at the bottom of
this application.
Compositions (either 1 or 2) to be performed
Title

Movement

Composer

Performance Time
Please be accurate!

1. __________________________________________________________________________________________
2. __________________________________________________________________________________________
Teacher’s name ______________________________________ email ____________________________________
Address: ______________________________________________________________ Phone _________________
All teachers entering pupils must be available to help at the Festival.
Please check, then circle the duties you would be willing to do and the times you are available.
q I will be available to monitor and/or judge the morning and/or afternoon of April 17, 2016.
q I will not be available April 17, 2016, but I am sending a substitute monitor who can tune violins / cellos.
____________________________________________________________________________________________
Substitute’s name
Substitute’s phone or email
I acknowledge that I have read and understand the rules governing this event and agree to abide by them. My
students and/or parents have also been apprised of the rules. I understand that all participating teachers must be
available to assist with the event. If I fail to fulfill my work obligation, I understand and agree that my students may
be declared ineligible to participate.
I am a current member of q MSMTA

16

q ASTA

Teacher’s signature ________________________________
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Brobst
Violin Shop

Fine Violins,Violas, Cellos, Basses and Bows

 Extensive collection of professional instruments.
 New and vintage instruments for students and advancing players.
 In-home trial and time-payment plans.
 Full value trade-in on upgrades.
 Rental/purchase plan for violins, violas, cellos and basses.
 Professional repairs, restorations and bow rehairing.
 Courteous and knowledgeable staff.
 Strings, cases and accessories at competitive prices.
 Over 7,000 titles of string music and books in stock.
 Appraisals, consignments and acquisitions.

5584 General Washington Drive
Alexandria, VA 22312

www.brobstviolins.com
703-256-0566
Stringendo Winter 2015–2016
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Report on Kelemen Quartet
Master Class
by Ronald Mutchnik

O

n Friday, October 16, 2015, members of the
Kelemen Quartet from Hungary coached
students in chamber groups in a master class
setting at my home in Ellicott City, Maryland. The
quartet was touring in the U.S. and playing a concert
the next evening under the auspices of the Candlelight
Concert Society and ASTA MD/DC Chapter. The
master class was offered free to all in attendance
thanks to the generosity of Gailes’ Violin Shop.
The members of the Kelemen Quartet offered their
expertise with obvious enthusiasm and love of
music. The students, along with the audience of
nearly seventy, benefited greatly from their words
of wisdom. As an added treat, Barnabas Kelemen
and his wife Katalin Kokas, performed five of the
Bartók duos for everyone, informing their lively
interpretations with an improvisatory feel and a wide
range of colors and dynamics. They described the
character of each duo and even told a story about
the very first duo, which in their first recording of
it, was given a simple, pure feeling, very innocent
and like a child might approach singing a folk song.
However, when their young son began learning it and
interpreted it with a very natural, passionate vibrato,
it made them rethink their original interpretation. As
the saying goes, “out of the mouth of babes…”

Mozart’s Sinfonia Concertante
The class began with a performance of some of the
first movement of Mozart’s Sinfonia Concertante for
Violin and Viola. Barnabas Kelemen, the first violinist
in the Kelemen Quartet, pointed out that you should
always try to find the best, most reliable source from
which to play the music. It does not mean that you
have to play everything exactly as you see it written.
For example, not every legato sign should be literally
interpreted as the bowing; you should know exactly
what is written, and what Mozart’s intention was,
so your musical articulations support his original
ideas. The maestoso character is very important, so it
should be elegant and not rushed.
Your body language should reflect the ability to sing
the music inside yourself. If your body language
shows the tempo with an obvious bobbing up and
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down, this interferes with the ability to sing the music
naturally inside. When you sing inside, it does not
become necessary to dictate the tempo in such an
obvious way.
The position of your thumb is crucial to playing in
tune. The thumb should not always be under the
neck, but faces the fingers. Placing the thumb under
the neck will create tension in the palm of the hand
and the fingers will be tight. Hold the thumb like
holding an apple. For example, there should be a
space below the neck when using the first finger on
the E string in first position. The thumb should not be
too high so there is no space between it and the neck.
This limits your freedom and ease of playing. Learn
to develop the muscle that holds the thumb in a better
shape so it won’t collapse into a hooked position
and grab onto the violin. Don’t feel your thumb
pressing under the neck of your violin. Try wiggling
the thumb as you play a scale. Be sure in wiggling
the thumb that you don’t try to close up the hole.
The tip of the thumb should be just a bit above the
fingerboard. If you only look from one side, you may
not realize you are raising your shoulder, because the
violin covers it up. Be sure to check from the other
side in the mirror to observe yourself. Also, you can
see better what your thumb is doing! Don’t hold
fingers down that are not being used. This can make
you grab the neck of the violin more and limit your
freedom. When you do put fingers down, don’t allow
the knuckle to flatten but hold the finger more arched,
to retain its curved shape.
In musical matters, in the opening long E-flat, one
should play with an arc or curve to the shape of the
note—go up-bow, then down-bow while sustaining
the note. When cueing the change after holding the
long note, don’t use your head or whole body. Be
subtle—use your eyebrow. If the rhythm is apparent
in the orchestra part, there is no need to cue anyway.
Listen to the beats and react. Practice not only
playing together in tune when rehearsing in a duo,
but also listen individually.
It’s important to determine where you give weight
to the most important part of the few bars of the first
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big phrase. At the end of the first phrase, don’t end
the note before the rest, as if you kicked someone.
Release the ending before the rest—it’s important to
realize where the weight should go. You can avoid
an accent by avoiding a bow change; however, if you
must do a bow change at the end of a phrase, don’t
put an accent in because of the bow change.
The emphasis on the most important note in the
phrase is a matter of bow speed and then slowing
the bow down to end gently without accent. Keep
hearing it as if you would sing it. Lift your bow with
your arm to lighten the sound at the end of the note
before a rest so you don’t frighten the listener.
When one is playing the main theme, the other
is listening. You pass the theme off from one to
the other. The Italian word concertare means “to
harmonize.” Think about playing together in the
game of playing the theme (like passing a ball back
and forth). Think about creating a surprise, both for
yourself and for your audience. Like in a drama at the
theatre, if there is a surprise but the actor is not acting
surprised because he or she already read the script
and knew what was going to happen, the surprise will
fall flat. Be amazed and surprised when your partner
takes over with the theme while you are still finishing
yours. Then you can have a happy experience of
playing together. Otherwise, it may feel more like an
argument.

Haydn’s “Gypsy” Piano Trio
The second group performed the first movement of
Haydn’s “Gypsy” Trio. Among the observations the
Kelemen quartet offered were the following: Like
the intimacy found in the origins of chamber music
playing in salons, the audience should be able to see
the performers enjoying themselves sharing in this
more intimate space. First, the performers must enjoy
it. Then the audience will enjoy it even more. This is
the art of performing and is the hardest thing to feel
comfortable doing. And of course, it’s a real problem
if the performer enjoys it more than the audience.
The beginning of this Haydn Trio is actually a duo,
with the left hand piano in the cello and the right
hand piano part in the violin. This is already a most
difficult thing to pull off. Later come variations
on this opening theme. There is always someone
leading, and the others should be in the background.
If you are not in the most important role, you
have to be more transparent so the more important
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instruments can be heard. In the last variation, the
piano’s flourishes of arpeggios in sixteenth notes
should be more prominent than the accompaniment
notes in the violin. If the piano has the most
important role, the others should follow. If the pianist
wants to take more time or wants to play louder, the
others must follow along—follow her lead. Be more
flexible when the pianist plays the theme.
Listen to the pacing and play together with good
ensemble. The double stop eighths joining with cello
should be just as soft as the legato longer notes. It
can be light (leggiero) and happy, but not loud as if
it is your theme. Learn to breathe together. Look to
each other and feel the first breath. Make it audible
if necessary to get the knack of breathing together.
Take time before the start of the next phrase. Do the
repeats indicated by the composer in a performance,
but play some games with it—if you were louder
the first time, be softer the second time. If you take
time in a certain place the first time, don’t take time
in that place the second time or vice versa. Use these
possibilities.
If the first violinist gives the cue even though it’s
during the piano’s solo—right after doing so, follow
the pianist and let the pianist take the lead. The
pianist should not be following the accompaniment.
Lead everyone to notice the pianist as the main voice
in the music at this point. Don’t call attention to
yourself.
Always rehearse and study chamber music from
the score. You should always know what’s going
on in everyone else’s part. If you see the other part,
you would be able to breathe together much better
because you understand how all the parts fit together.
Give the cue with confidence but then listen closely
to follow the pianist’s lead and follow her tempo.
Be careful, even though this is the “Gypsy” Trio, the
sliding is not correct for the classical style of Haydn.
Release your bow in following the legato mark—it
is not just a bowing but also an articulation—so that
the note after the legato has some space before it. In
imitating the pianist’s left hand you must follow the
pianist’s articulation. Lift the bow a bit to create an
appropriate space, just as wind players and singers
use their lungs to create spaces to breathe again.
Closing the mouth with the air continuing to come
from the nose helps create continuity in making the
separation (the articulation) that string players must
do with their bow in such a way as to not give the

Stringendo Winter 2015–2016

Violin Bow
Rehair
and
Repair
@
Rapkievian
Fine Violins

Ellen Paul

404 Brown Street
Washington Grove, MD 20880

Rapkievian
Fine Violins

Award Winning Violins and Violas
for the Professional Musician
and
Serious Student

301-613-1026
Drop off service is available in Silver Spring.
Call for details.

David Chrapkiewicz Rapkievian
rfineviolins@msn.com
www.fineviolinsbydavid.com
301·461·0690
David’s violins and violas are featured
on many recordings.
Stringendo Winter 2015–2016

21

impression that the sound has stopped abruptly. That
would be like stopping your nose and closing it off
from breathing. The finger stays on the string and the
bow continues to travel in the air so the separation
is not abrupt. A clarinetist would need to breathe
there to create the appropriate space without abruptly
cutting off, so we must let our bow breathe too.
Continue to show the happy moods in your face when
playing this piece that, but for one minor section, is
happy throughout. Also, you should record yourself on
video to discover where you may be showing in your
face that certain passages are difficult. The audience
should not know these places are a struggle. The art
of performing is to show ease in one’s playing. Like
body builders who force a smile while they are lifting
a heavy burdensome weight, (even though we don’t
believe their smile) we, as artists and musicians, must
genuinely make it feel and look easy.

Haydn’s String Quartet in D
The third group to play performed the first movement
of Haydn’s String Quartet in D Major, Op. 17, No.
6. Comments to the group were as follows: This
is a great masterpiece. Whether in the hands of a
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student group or the most famous quartet ever, we
hear the genius behind the notes. The question is,
how close we can rise to the level of genius, both of
the composer and this piece? We can compare this to
another kind of art that takes place in time—a play
in a theatre. Characters and emotions are involved
in a story that is unfolding with the passage of time.
Something ends; something new begins. But if
we see the actors behaving like they know what’s
coming, then it isn’t so interesting for the audience.
We are not so keen on an interpretation that gives
away the plot. Because you know this piece so
well, you should feel freer to have fun with each
other by exaggerating the characters, and if there
is a musical surprise you should plan how to be
surprised. Imagine an actor studying a new dramatic
masterpiece, say, of Shakespeare, and has learned
the text of his part and everyone else’s by heart. (It
is obviously not good if one person learns only his
part and doesn’t care about the other parts.) It’s not
good if everyone learn all the parts by heart but never
practice how they’ll make the gestures convey the
emotions. You have to practice all the emotions, too.
It doesn’t work only to practice for ensemble, or to
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make sure everyone is following where the fortes or
the pianos are. One must feel excited with a fast heart
rate, and sweaty palms. Be excited when the music is
exciting! Be brave with the timing, the dynamics, and
the emotional effects in this music. For example, when
there is more than one instrument in a piece and a solo
line emerges, the question arises: “Should I play with
the timing in my solo?” If every one is playing, one
needs to keep a steady pulse, but when you are alone
for two or three bars, then you can ask yourself, should
I be free? should I take time? should I hurry? etc. This
movement ends with a solo from the second violin, so
the second violin should bravely state the last chord.
You have the last word. Don’t be shy.

and worries from home or work with them. Engage
your audience—make them involved in the unfolding
of the music. The audience has to be able to follow
the story. Your antennae have to be open to each
other and to new things.

You need to help the audience from the first few
bars, by indicating to your fellow player, that you
are lining up with them or that you are going to
have some fun between the two of you, or you are
now going pass something on to another player. You
may look at each other, not necessarily directly in
the eyes, but with your body language, so, in this
way, you are showing to the audience, “Look at us,
because we now have this conversation going, and
the other parts are not as important.” Typically in
a Haydn quartet, the first violin will show this but
sometimes, as in the beginning of this particular
Haydn, the first violin must show that the other three
of you are sharing material together—separately but
complimentary to the first violin. In this opening
passage, you looked so serious that the audience
might have been made to feel afraid when, in
fact, this passage is quite playful, and because it
repeats several times, you should keep showing the
excitement, goading each other on, until the idea is
exhausted and we move onto something different. The
first violin should show the transfer of the idea to the
other players, with your scroll and your eyes. Also, the
character of the first violin opening statement is forte,
but not necessarily in the volume. It is positive and
happy but you don’t have to shout it.

In the beginning, be ready to actually have the bow
near the string, not high up in the air, feel the bow
hair contact the string with some resistance so you
grab the forte sound. Even doing an open string to
get that strong quality is okay. We want to hear the
“k” sound—the crisp articulation at the start of the
note. Your upbeat has to be forte and happy. Don’t
look like you are going to stab someone with your
bow with a serious, mal-intentioned look on your

When you come to the end of a phrase, leave a little
time before you go on. When your theme comes back
again, and is an octave higher, consider a change in
character—is it lighter? is it more bold? Don’t keep
it the same; do something completely different. Keep
the audience’s attention—show the colors, show
the drama, because you will lose their attention if
you don’t. Especially today, it is a challenge to have
people come to a concert and not take their troubles

When your rhythmic pattern repeats three times in
the beginning, on the third time you might emphasize
the main note the last time around to show a sense of
arrival, reaching a goal. Even looking at the harmony
in these few bars, we can see where the tension is and
the release. Then the character changes. There is time to
breathe, to create a change of mood. When the original
material comes back, this time an octave higher, you
may be happier and bolder than the first time.
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face. Imagine an actor who behaves conflicted—he
must show he is happy, but his face shows the strain
of pretending to be. So, really BE happy! You have to
give more to the forte. It is too timid. Be bold, even if
you play with some noise or grit. Forego precision and
clean tone for a moment, and get the bolder, happier
character; otherwise you are stuck, pigeon-holed. Fill
the hall! Lift your violin, smile, use more bow!
Now comes the section in minor. High drama—
“Oh, I lost my napkin!” Like in an opera, there is
often a lot of drama over nothing. So, “nothing”
is important! When you have a rhythm of a dotted
quarter tied to an eighth, followed by two lifted offthe-string eighths, lift the bow after the long note to
put the bow into a better place for control of the lifted
eighths that follow the long note. So, to be precise,
lift your bow at the moment the dotted quarter goes
into the eighth note to which it is tied. You don’t
have to lift all the way to the frog. Try to do this
together—match each other with the same kind of
lift. Like the shape of your typical banana, lift your
bow in that kind of curve. Breathe together, naturally,
in the lift. This kind of movement with this rhythm is
a very typical gesture in the classical style of Haydn
and Mozart. Though this rhythm is in the three lower
strings, it is up to the first violin with his melody to
cue everyone and give the character.
When a typical classical phrase has a question and
answer, it is like opening the door and then closing it.
Show this contrast with the phrase. Grow to the middle
where the harmonic tension is greater, then recede.
When this comes back the second time—the first
violin at the end of this phrase has a long held note—
keep the sound strong as you go into your solo.
When you have a simple idea or gesture, do like
Picasso said. Keep the natural quality of the way
a young child would use a brush in your painting
style. So, in this music, keep a simple thing simple
and not too fussy in the phrasing, but when you are
alone, in this passage with the chromatic movement,
you don’t have to change the tempo, you can put
your individual stamp on the phrase by changing the
dynamics.
Also, consider the quality of the sound by the way
your bow strikes the string—perhaps not so vertically
like a “k” sound or a crunch, but instead horizontally
with more bow across, not up and down. Show
the upbeat in the basic beat of the bar, in this case,
the dotted quarter note, not an individual eighth
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note pick-up. Then Barnabas demonstrated this
and explained, he could do it again in a completely
different way and his colleagues would have to
always be on their toes to catch his surprise and
likewise, they might do the same to him.
Dynamics are very important, but it is not necessarily
true that the most important thing is the loudest. For
example, when Yo-Yo Ma was talking at a dinner and
came to the most important thing he was saying, he
lowered his voice to a whisper. This made everyone
pay closer attention to the most important thing, so
this can sometimes be the better choice!
Another important thing, just as in an orchestra,
there is a “delay” (wait) factor. When you give a
cue you can’t be playing together with it, because
the other members have to react to your cue, so you
have to give the cue and wait so everyone can come
in together. There is reaction time, so give the cue
and wait. This is the “magic” in the cueing of a good
conductor to get the orchestra to be together.
Think of the key you are in, so you are ready for
the change from major to minor. Then show the
difference—change the mood, the tone, the character.
Analyze these things because this affects the
emotions of the piece. Know the harmonic structure
and follow these emotional moments in the piece.

Prokofiev Quartet No. 2 in F
Comments on the first movement of Prokofiev
Quartet No. 2 in F, Op. 92: Learn how to put the
weight of your body into your sound. Work with
gravity. To put the necessary weight into this music,
and any other for that matter, you do not want to
apply pressure. It will be too tiring and you won’t
be satisfied with this kind of sound produced from
pressure. You should use your own energy, from your
body, organically, from your own arm weight. Then
the sky is the limit because the tone is open and free!
In this piece you must consider the rustic, unrefined
folk elements. You gave the impression that you
always wanted to play nicely even if the composer
did not mean for you to do so. The music has
sarcastic, teasing elements in it. So, perhaps you
should not use a beautiful vibrato for those kinds
of sounds. When you examine the harmony that the
lower three strings play, the first chord is a kind of F
Major chord but the second chord has more grit and
dissonance in it, especially between the cello’s B-flat
and the second violin’s A and between the cello’s
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D and the violist’s E. The dissonance is painful. So
when the first violin joins, the sound is consonant
(because the E is leading to the F and the A, but then
the second of the two C’s that follows is sarcastic.
The folk element here is like a counting song, E-FG-A, C-C; always coming back to the repeated C’s.
The joke is in the repetition—the same thing three
times. So with the dissonance and the sarcastic
joking, change the vibrato for the second C. Make it
more focused and narrow, inside the note, rather than
wide and dolce.
Also, too many notes were played straight, as you
might do in Shostakovich, which is more grotesque,
sarcastic, and modern. With Prokofiev’s music, we
are still in the first half of the twentieth century, not
post WWII, so there is still a sense of hopefulness.
Some of the long notes later on were too straight.
They should have more of a folk element and still
have shape and direction. In the first three bars,
we are growing—the melodic elaboration is an
extension, so one should grow with each repetition—
more insistent, stronger. Save energy for the third
one, like shaking someone’s shoulders.
When there is something asymmetrical in the rhythm,
adding an extra bar, you should help the audience
hear the return of the regular beat structure. After
the succession of descending triplets, another pattern
appears that could have been made into a triplet-feel,
But it isn’t, so you should highlight the contrast and
the difference by playing the dotted rhythm more
exaggerated, more incisive, with a sharp rhythm to
show it is not a triplet this time. Sostenuto is a held
tone, and it shouldn’t be light and airy and carefree.
Because of the melody happening three times, there
is the expectation that it would happen a fourth time,
but it doesn’t. Still, you should play loud—your
loudest at this point—as if it were going to continue
with energy beyond the third repetition. Also, there is
repetition in some of the melodic patterns in this next
phrase as well, so the counting song and the idea of
repeated patterns extends from the first three bars at
the beginning of the piece. But, the surprise is that we
have an expectation of three repetitions but there are
only two this time.
The descending pattern in dotted rhythms, as the
composer indicates, should start softly but then as
you get to the 2/4 bar on your lowest notes, you
should get quite a bit louder for this grand statement
at the end of the phrase.
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When you have a high note on the E string against
the open A, don’t let the open A obliterate the E
string note. Lean into the high note. The second
violin now challenges the first to be the hero, and by
the way you play the descending triplets, you should
be saying in effect, “No, now it is my turn!” In the
inner voices there are repeating patterns again—so
the inner voices should emphasize this “repeating
three times” formula.
Notice the contrast of the dotted eighth/sixteenth
patterns with the triplets. Don’t soften the effect—
highlight the more extreme rhythm of long and short.
When you see fortissimo, it’s easy for everybody
to just all play loudly, but you have to notice if you
share something with another player and join forces
together to show this connection to the audience so it
doesn’t sound like everyone shouting all at once. The
audience needs to notice your part, otherwise it is too
weak; the others should not be so strong that they
cover those things up.
In the very first bar, don’t accent the A so loudly at
the end of your first phrase, because then you can’t
grow louder in the next phrase. To show where the
main beat is in the 3/4 bar, make a crescendo leading
to the downbeat of the next bar so we feel the meter.
Again, within the repetition, when all of you play the
same beats in the counting game alluded to earlier,
we should feel the counting again. Have fun with the
repeated notes.
When making a crescendo, do not cut off the last
beat of the crescendo in the previous measure in an
attempt to emphasize the next downbeat. Make the
last note longer to lead better to the downbeat. Also,
don’t create a gap because of the shift from the third
beat to a higher position note on the downbeat. Feel
the tension of the stick on your string so the tone is
strong. Don’t hook your index finger around your
bow to grab it. The index finger is there to receive the
weight of the arm, not apply pressure on its own.
Watch the contrast of accents and the indication
the composer gives to play similar passages with
different articulations. Don’t fall in to the habit of
automatically doing the same articulation twice
because the rhythmic or melodic pattern is the
same—look closely at the composer’s articulations.
Consider how and when, exactly, you should stop the
bow. In the dotted rhythm grouping beginning with
the F followed by steady eighths, you should think
about the length of the F and the space after it so it
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doesn’t run in to the other notes. Don’t let the bow
stop abruptly—think of the lift as preparing for the
next sound so, despite the stop, there is a connection
to the next thing. Remember also that the dotted
eighth and the sixteenth that followed it are leading
to the third note, which is the most important, so you
must carry the connection to that note.
Follow the dynamics and don’t fall in to the trap
of going on automatic pilot playing loudly because
so much of the music happens to be loud. Again,
when there is rhythmic asymmetry, point it out,
emphasize the beats to the audience so they feel the
change. Notice the contrast between the phrase that
wants to take flight and be lighter and the phrase that
pulls us back down to the earth. Show this contrast
to the audience. Some off-the-string passages with
repeated notes remind us of gestures that Prokofiev
uses in his works for the theatre, Peter and the Wolf,
for example. When you get to the long note after
this passage of off-the-string repeated notes, use the
weight from your whole arm, not just the elbow, to
bring out the breadth and fullness of this long note.
Also you can move the violin against the bow for
more resonance as well. Always release weight—
never press.
Sometimes you have different articulations amongst
you. In such cases, feel free to be different; don’t
blend the articulations. It is typical of Prokofiev
to play a string of notes legato followed by a short
note—again the sarcasm and contrast should not be
softened or hidden.

Summary
The members of the Kelemen Quartet pointed out
how all the elements of the music—melodic patterns,
harmonic movement and key changes, rhythmic
patterns, musical structure, knowledge of a particular
style or period of music—go into developing an
interpretation of a piece of music whose emotional
and dramatic content you must communicate to
the listener in a convincing, confident, free but
natural, and organic manner. It will take all of
your intelligence and skill to do so. It’s an ongoing
exploration you will be involved with all your life.
It is what makes music, and making music to share
with others, such a rewarding, unique, inestimably
valuable part of your life. Everyone at the master
class knew and experienced that the Kelemens
epitomize this philosophy and work ethic admirably!
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An Interview with James Stern
by Dorée Huneven

J

ames Stern is an acclaimed violinist and teacher.
He performs as a soloist and as a member of
two groups, the Stern/Andrist Duo with his wife,
Canadian pianist Audrey Andrist, and Strata, a piano/
violin/clarinet trio with clarinetist Nathan Williams.
He is also Professor and Chair of the String Division
at the University of Maryland School of Music. An
extensive biography can be found on the University
of Maryland website. On October 1, 2015,
I met with James in his office at the Clarice
Smith Center to discuss an ASTA workshop
he will give on January 10, 2016, as well as
aspects of his studies, career, and thought.

various students. They have a little bit to do with
Szell’s observation: there’s a lot that people take
for granted about that piece, and about how it
goes, which I think is occasioned by all the time
we spend by ourselves in the practice room. A lot
of my observations with this piece are centered
upon rubato and dynamics. There are actually quite
interesting dynamics that people ignore. So part of

Interpreting the Tchaikovsky Violin
Concerto
Dorée Huneven: ASTA MD/DC Chapter has
invited you to do a workshop, in which you will
be speaking on two topics, each 90 minutes
long. The first is “Interpreting the Tchaikovsky
Violin Concerto,” followed by “Developing
the Inner Performance: the Process of Gaining
Extraordinary Ability.” Would you like to give a
preview of those?
James Stern: Sure. I was invited by Julianna
Chitwood, who saw me give the Tchaikovsky
presentation at the Starling-Delay Symposium
at Juilliard. Isaac Stern once described how
George Szell was doing a recording with
an opera singer, and was expressing some
annoyance at how long she was holding
her fermata on a note—a kind of traditional
distortion of the rhythm in an aria that she was
singing. He observed that when one singer does
this, and then a lot of admirers hear her, that
way of doing it becomes the new normal. It
becomes flat, not a special thing—it’s simply
the way everyone is used to hearing it. So the next
thing that happens is that people who want to do
something special will improve upon that, because
it doesn’t seem special anymore. It’s just normal.
And so, after several generations of this process, you
have a lot of distortion of the composer’s original
intentions.
My observations about the Tchaikovsky Concerto
developed over years and years of teaching it to
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James Stern in his studio
what I’m doing is rediscovering the beauty that’s
in the score. We tend to think of the concerto as a
kind of violinistic warhorse. Yes, it’s all about the
marvelous emotional content, etc., but there’s also
some absolutely amazing compositional craft that
has become clear to me in stages as I’ve worked with
students. When I’m listening to a student and I think,
“What’s not working about this?,” that’s when I’m
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more likely to look at the score and say, “Oh, there’s
something really fantastic going on here that’s being
ignored, and not being brought out.” So, in the process
of teaching, I’ve had some marvelous realizations
about this score I’d like to share with people.
And then, I think a lot of students tend to think
the role of the soloist in the concerto is to be the
person who is engaged in free fantasy—particularly
in a romantic concerto where rubato is expected.
The conductor and the orchestra would be there to
provide a kind of dependable structure, and to follow
what the soloist is doing. To my mind, the very best
concerto performances are the exact opposite of this.
If we go back to the time of Mozart, the concerto
soloist was actually expected to be the conductor.
I‘d like to see the soloist as the leader, providing
structure for the orchestra. I have a view of the
concerto that might be upside down from the regular
conventional wisdom.
DH: Then the performer might need to find a
conductor who would agree to that?
JS: My experience has been that the conductors
appreciate this very much, and end up finding the
experience very easy and natural and collaborative.
There’s a wonderful memoir by the violinist Henri
Temianka called “Face the Music.” He talked about
playing in a circus band, which would provide the
music that was accompanying some kind of show
with horses prancing around the ring in a circle doing
various tricks. He said it was the conductor’s job to
make the tempo of the music match the tempo of
the horses to create the illusion that the horses were
prancing in time to the music. When I am a concerto
soloist, I do not want that to be the conductor’s job.
I can even understand a conductor feeling resentful
if she began to feel that was her job. I’m pretty sure
from my experience that conductors would most
appreciate my approach to the concerto. I think that
the really great-ranking soloists, even if they don’t
speak about the relationship between orchestra and
soloist explicitly the same way I do, I think that they
implicitly are conceiving of it in that way.

Developing the Inner Performance: The
Process of Gaining Extraordinary Ability
DH: Your second topic is sure to be dear to the heart
of every teacher and student!
JS: To start with, I visited our doctoral level
pedagogy class as a guest lecturer [at the University
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of Maryland] a few years ago when my colleague
Jerry Fischbach was teaching. I decided to solicit
questions from the class, rather than present my
own topic. Many of these doctoral students were
young professionals who were immersed in teaching
already. It seemed to me that the question that came
up most was related to student non-compliance. We
know that if a student did everything we told them
to everything would be great, but what do you do
about students who simply don’t do that? The very
first chapter of Timothy Gallwey’s book, “The Inner
Game of Tennis,” is about student non-compliance,
except that it looks at it from the point of view of the
students. They ask themselves, “How come I know
I should do this and I don’t?” and, “How come four
different tennis pros over the course of six years
have consistently told me to correct this habit, but I
haven’t corrected it?” So, in the workshop, that’s one
big question I’ll be addressing—non-compliance—
from the viewpoint of the teacher and the student.
The next thing I will be discussing is this process:
We perform a passage of music with an intention;
then there’s an outcome, which is more or less what
we intended, i.e., it’s more or less pleasing to us. If
we have an intention to do it better, we do it again,

Johansen International Competition
and FMMC Foundation, Inc.
Proudly Present 2015 JIC Winners in Concert
Friday, February 5, 2016, 8:00 pm (Free)

FMMC Avanti Orchestra, Pablo Saelzer, Conductor
Zlatomir Fung, Cello • Boccherini Concerto, B Flat
Church of the Epiphany, 1317 G St, NW
Washington DC 20005 • www.fmmc.org
lll

Sunday, May 8, 2016, 5:00 pm

Capital City Symphony, Victoria Gau, Conductor
Lara Boschkor, Violin • Brahms Concerto
Atlas Performing Arts Center
1333 H Street, NE, Washington, DC 20002
Tickets required • www.capitalcitysymphony.org
ll

Friday, September 30, 2016, 8:00 pm (Free)

FMMC Avanti Orchestra, Pablo Saelzer, Conductor
Lara Boschkor, Violin • Tchaikovsky Concerto
Cultural Arts Center, 7995 Georgia Avenue
Silver Spring, MD 20910 • www.fmmc.org
l
JohansenComp@aol.com • 301-946-9531 • www.fmmc.org
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with the intention to improve. So, the thing I’ve
been exploring a lot lately is that there’s something
missing in what I’ve just described, the inclusion
of which would be very beneficial. Which is, that
before we do it again, we actually have an inner
performance. We take the time to silently imagine
it—imagining all the improvements we want. So
my talk is about getting good at imagining vividly,
how to engage in this process with students, and the
benefits of doing so.

what’s the relationship between Gallwey’s “Inner
Game of Tennis” and Coyle’s “The Talent Code?” Is
the first about amateurs enjoying their game more,
and the other about developing first class ability? Are
they delivering two different messages, or is there
a way of integrating them? This is a big question I
posed to my doctoral seminar. Some of them worked
on this a bit, I worked on it a bit, and I’m ready to
report the results—to be revealed in the workshop!

There’s a third thing that’s going to be important in
this talk. I’ve already mentioned Gallwey’s “The
Inner Game of Tennis,” which is about a tennis pro
teaching amateur tennis players. A lot of what he’s
teaching them is to trust and to not over-think, and all
the good that comes from not trying too hard. On the
other hand, there are other exciting books that have
come out recently, like “The Talent Code” by Daniel
Coyle, that are about acquiring world-class ability.
In these are descriptions about getting to the place
where you’re comfortable, trusting yourself, not
trying too hard, and then being told to not be satisfied
with that: you actually have to bump yourself out
of that comfortable place, and get to the next level.
So the big question I’ve been wanting to address is,

DH: Can we go back to your beginnings, when you
first started studying the violin, and what your first
few years were like?

Early Studies

JS: I grew up in a very musical household. My mom
was a professional violinist and teacher, my dad
an avid amateur pianist and visual artist. There’s
something about my dad’s love of music that had
a very big influence on me. He loved Chopin, he
loved his recordings of Rubinstein, and had me listen
to them. So I’ve got Rubinstein’s Chopin Ballades
flowing through my blood in a very deep way. Also
Artur Schnabel’s Beethoven Piano Sonatas. I think
that I’m kind of a pianist at heart.
DH: It seems a lot of your father’s joy was

The Violin House of Weaver
Since 1898,
we have been
Washington’s choice
for antique English, French
and Italian instruments.
vv
4706 Highland Avenue
Bethesda, Maryland 20814
www.weaversviolins.com
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transmitted to you. How about your mother?
JS: Well, she taught me the nuts and bolts of violin
playing. I didn’t start violin until I was nine.

Index
to
Advertisers

DH: Did they keep you from doing it earlier on
purpose?
JS: I don’t think I was really mature enough.
Partly it was my maturity, partly it was the whole
awkwardness of parents trying to teach their children.
I have a vivid memory of my mom teaching me
piano when I was five and a half, and after a long
struggle over some passage I was having trouble
understanding, I finally did it correctly once, and
she said, “Good, now do it again.” And I said, “But
I already did it.” And that exchange went back and
forth maybe five or six times, and then I think she
just got up and left the room. And that was it: no
more piano lessons.
DH: There was no Suzuki Method?
JS: Actually when I started violin, my mom was
starting to teach the Suzuki Method, doing her
teacher training with Louise Behrend, with whom
I later studied with at Juilliard Pre-College. So I
went through the Suzuki repertoire, and I guess I got
Louise Behrend’s teaching indirectly through my
mom. I wouldn’t really call it a Suzuki experience,
because when I came to it, I was already very
musically mature and musically literate, and able to
guide my own practicing.
DH: Besides your parents and Miss Behrend, were
there others who influenced you a lot?
JS: I think that in classical music, we’ve all got our
heroes, who aren’t necessarily people we’ve ever
met. Some of the performers who’ve really moved
me with their sense of sound, were pianists like
Richard Goode and Alfred Brendel. Among string
players, Heinrich Schiff, Thomas Zehetmair, and
Gidon Kremer. There are people who somehow
project without brute power, yet project incredibly
well, and can really fascinate me with a single note.
There are four violinists of the older generation who
fascinate me that way: Heifetz, Francescatti, the
young Isaac Stern, and Oistrakh.

About Teaching and Performing
DH: And how did you begin teaching? Did that
develop along with your performing?
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JS: I have a feeling that it was something that I
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always wanted to do. I think we all want some forum
in which to share our deepest values with others.
Teaching is what allows me to do that. Miss Behrend
always had her School for Strings in New York. At
first, I worked there as a staff pianist, and was the
pianist for her pedagogy seminars. I sat through a lot
of those, and observed a lot of her teaching. Later I
got hired as a violin teacher, so I taught there.
DH: I didn’t know that you played piano.
JS: Yes. I didn’t mention that I started piano again
when I was nine, and I considered that my main
instrument until the age of 14. It’s a little extra skill
that I have, but I don’t practice the piano.
DH: Are there any other aspects of teaching that are
particularly rewarding for you?
JS: I like the results a lot of the time! I think that
teaching can be very gratifying for the creative
person, if you’re the kind of person who likes
developing a method, a recipe, and an approach.
Of course there’s a danger in becoming overly
doctrinaire when one is experiencing that kind of
satisfaction. But in my experience, I’ve never lacked
that special student who doesn’t respond to any of
my methods, and by backing me into a corner, forces
me to invent a new approach.
DH: My next question was to ask you what you
think the most important qualities a teacher needs to
strive for to motivate any student, and I think you’ve
answered it—to have creative flexibility?
JS: Yes, I think you’d better be flexible. As far as
motivation goes, there’s a wonderful chapter in
Daniel Coyle’s book about primal cues, the things
that motivate us in a profound way. One of those
cues might be expressed by the sentence, “I want to
be a member of that club.” It’s one of the reasons
that I like to talk to students about the heroes of our
art. I like to have them immerse themselves in books
like Boris Schwartz’s “Great Masters of the Violin,”
where they can read about Viotti coming to Paris
from Italy, and eventually taking Paris by storm, and
founding the Parisian violin school, and teaching
Kreutzer and Rode. It can be very inspiring to read
about these figures, and then want to continue being
one of them, propagating this wonderful tradition.
Also, I’ve observed that competitiveness can be
a very powerful motivator, and there’s ample
opportunity for it, especially in our area. One has
to train students to be rational competitors. There’s

Candlelight Concert Society
2015-2016 SEASON

Saturdays, 8:00 PM  Smith Theatre

Oct 17 Kelemen Quartet
Nov 21 Hermitage Piano Trio
Jan 9

Brentano Quartet

Feb 6

Baroque Band

Feb 27 Yekwon Sunwoo, piano
Mar 12 Quatuor Ebène
Apr 9

Deviant Septet

May 14 Harlem Quartet

St. John Baptist Church, Columbia

20% DISCOUNT ($28) for ASTA Members
for Nov, Jan, Feb and May only
Use code: STRINGENDO at checkout

www.candlelightconcerts.org
410-997-2324
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a lot of room for irrationality in competitiveness.
The amusing scenario I always like to have people
imagine is the mountain climber who returns from a
failed expedition to climb Mt. Everest, and when he’s
being interviewed by the press, he says “If only Mt.
Everest were smaller!” That’s not something anyone
would ever say, because you want the competition to
be the measure of your accomplishment. By analogy,
a rational competitor would not want the people she’s
competing against to be anything less than what they
are. It would devalue her own achievement. The
rational competitor doesn’t try to psyche out, or go
around denigrating the opponent.
DH: You’ve been talking about things that you use
to motivate a student. There will be some advanced
students present at your workshop. What kind of
qualities do you think students need to cultivate to
reach extraordinary ability?
JS: Extraordinary ability is something you have to
really want a lot. Not like, “Oh, wouldn’t it be nice,”
but like “This is the single most urgent thing in my
life.” Mostly, people need persistence, and they need
a certain kind of mental toughness. I’ve had a number
of cases in my career as a teacher of students who
improved their level of ability so fast that they became

afraid of their ability. I am exploring the idea that people
need to develop a certain kind of mental toughness and
immunity—or acclimatization—to this fear, so they can
actually handle that higher level of ability.
DH: Maybe we can move on to your double life as a
teacher and performer, and how you balance that.
JS: I don’t know if it’s as much of an issue, except
the joke that my wife and I have: when I would finish
a long day of teaching and go to rehearse with her,
I would always complain about having “teaching
tone,” in that it was very raw, very not nuanced,
and very disconnected somehow. So this is an
interesting aspect of teaching. In fact, I don’t know
how to account for it. There are some days when
I’m teaching and my demonstrations sound really
amazing. And there are other days when it sounds
horrible. I haven’t figured that out. It’s gotten better
over the years. So I think that I have less trouble now
transitioning from a long day of teaching to going
into a rehearsal or a performance. But that was the
biggest challenge.
DH: You’ve done many performances in the D.C.
area. Do you have any favorite venues, any favorite
kinds of performances?

Celebrating 25 years of musical excellence!
William J. Hollin
Music Director
David Levin
Music Education Director
PVYO offers eight ensembles for
students in grades 4 through 12.
Preparatory Orchestra
Concert Orchestra
Symphony Orchestra • Philharmonia
Clarinet Choir • Flute Choir
Concert Band • Wind Ensemble
Rehearsals in Potomac, MD

www.pvyo.org
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JS: I really enjoyed doing the Sibelius Concerto with
the Apollo Orchestra last year. That’s a wonderful
group with very accomplished players. It’s got a
great creative energy to it. The conductor, Steven
Czarkowski, is a wonderful collaborator, and I had a
really good experience doing that. I played a couple
of times in the Coolidge Auditorium in the Library of
Congress. That has marvelous acoustics, and I also
just love playing in a place that has such a wonderful
history. I really like playing here at the Clarice Smith
Center. My solo Bach CD is coming out soon on
Albany Records, and I recorded it here in the big
concert hall, where the orchestra plays. In general,
I get to do a lot of experimenting. It was here that I
first played all six of the Bach works in one evening.
DH: That’s huge! How was it to play so much Bach?
JS: I’ve come to think of that music as one work
rather than six works, and that if you play it in
Bach’s original order, there’s a kind of narrative—a
wonderful emotional arc—to it. My experience in
live performance is that I feel very energized at the
end, and it seems like the audience does too.
DH: Do you feel that you do better in performance
than in the practice room, in terms of your own
emotional state?
JS: I think that where the Bach is concerned, I do
generally do a little better in performance than in
the practice room—in terms of concentration and
emotional immersion. There’s something freeing
about knowing that what you do, that’s what it is,

and you don’t get to go back and fix it. You can react
to it, and have the performance unfold. I’ve had
the same experience in chamber music, that in the
rehearsal, various people will pick on you about how
you’re doing something, and then there’s something
marvelous that in the performance no one can stop
you—you just do what you do, and they have to take
it, and make something of it.
DH: You mentioned that in teaching, you get to
express your deepest values. Is there anything else
that you’d like to express to your reading public that
is really important to you?
JS: In the manner of confession, I think I’m a bit
of a philosopher—almost more than being a violin
teacher. That may cost me something. Maybe where
other people are a little more focused on the violin
playing, I’m a little more focused on philosophy
in general. I think the thing that I get to see in the
process of teaching is that every choice that we make
has consequences. We get to choose what choices we
make, but we don’t get to choose the consequences.
The consequences just are what they are. I guess
I would say that I love that. That’s a good way of
expressing my love of existence. Existence doesn’t
care what we wish for. It just hands us the unique
consequences of whatever our choices are.
e

Dorée Huneven is the Membership Chair of ASTA
MD/DC Chapter. She was also the chapter President
from 2008 to 2010.

2016

Rockville Competition for Solo Piano and Solo Strings
Location: Montgomery College, Rockville, MD
Competition date: May 1, 2016

Winners recital: May 7, 2016

www.rockvillecompetition.com
rockvillecompetition@gmail.com
301-838-5594
Application deadline: April 1, 2016
Rockville Competition, 966 Hungerford Dr., #27, Rockville, MD 20850

Stringendo Winter 2015–2016

37

Report on Sassmannshaus Workshop
October 24 – 25, 2015

P

by Karin Kelleher

rofessor Kurt Sassmannshaus holds the
distinguished Dorothy Richard Starling Chair
for Classical Violin at the University of
Cincinnati College-Conservatory of Music (CCM).
His not-for-profit website, www.violinmasterclass.
com, offers free, comprehensive on-line video tutorials
on violin technique for all levels of ability. On Oct.
24 and 25, 2015, he presented a weekend workshop
for ASTA MD/DC Chapter members on pedagogy.
Saturday’s presentation was about his series The
Sassmannshaus Tradition: Early Start on the Violin,
which includes four sequential method books and
two early recital piece albums. The Sunday morning
presentation was a general pedagogical discussion,
touching on a variety of teaching topics including
shifting, vibrato, intonation, bowing, and musical
expression. Attendees were given complimentary
copies of the first three method books.
The Sassmannshaus Method originated in Germany
and was created by Professor Sassmannshaus’ father,
Egon. First published by Barenreiter in 1972, these
books were updated and adapted for English speakers
in 2008 by Kurt Sassmannshaus and Melissa Lusk.
These books are beautifully illustrated to capture the
imagination of young students. The music is in large
print to make reading easier, particularly in the early
volumes. Text is added to the music to aid memory,
pitch, and rhythm.

These pieces are all in first position, but offer a
delightful variety of pieces for the young student.
Some easy double stopping is introduced using
open strings, and the repertoire includes some early
showpieces with flashy string crossings and simple
grace notes.
Professor Sassmannshaus has spent his entire
career defining and redefining pedagogy. With
a strong emphasis on creating and maintaining
technique, he is a master at breaking down technical
challenges and finding clear ways to explain its
mastery. He has done extensive research on the
physics of intonation and gave attendees a detailed
explanation about the relationship of sound waves
and intervals. In addition, he shared his ideas about
proper shifting technique, vibrato, and bowing,
emphasizing their relationship to musical expression.
For further information, visit his website at www.
violinmaterclass.com.
e

Note reading is introduced from the beginning,
starting with half notes and quarter notes on all the
open strings. The second finger is introduced first,
with the idea that it helps create a sense of balance in
the center of the hand. Key signatures, accidentals,
rhythm, and time signatures are introduced as the
music demands. From the start, notes and scales are
introduced with the finger patterns in mind. Finger
patterns are reviewed and emphasized throughout all
four volumes. Volume 4 includes shifting, harmonics,
and brush and spiccato strokes.
The method books do not include piano
accompaniment. The two early recital albums were
created as companion volumes to the method series.
Piano and violin duet accompaniment are offered.
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Kurt Sassmannshaus and former student
Karin Kelleher
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Violin Book 1
BA 9676 English edition
BA 9664 English edition
with Spanish text
supplement
Violin Book 2
BA 9677 English edition
BA 9665 English edition
with Spanish text
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Violin Book 3: Elementary
duets. Dances and other
pieces in various keys
BA 9678 English edition

Sassmannshaus
Violin Recital Album
For Violin and Piano
or Two Violins
Eds. Kurt and Christoph
Sassmannshaus,
Melissa Lusk
Each volume with score and
part, plus additional violin part
for the duet version
BA 9668 Vol. 1 First Position
BA 9669 Vol. 2 First Position
Charming collections of
easy pieces in first position.
Each violin part is supported
by a piano accompaniment
for student performances.
Music example from:
Violin Recital Album,
Volume 1 · BA 9668

Violin Book 4: Duet playing
in all positions
BA 9679 English edition

Alternately a second violin
part allows duo playing with
the teacher during lessons.
This early introduction to
chamber music brings joy
and satisfaction to the
young violinist and teaches
the student to hear the
music as a whole.
The two volumes are
designed as companion
publications to the
Early Start on the Violin
method. However, they work
equally well as a supplement
to any other violin method.
Videos of each piece in
this album can be viewed on
www.violinmasterclass.com
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Note reading is emphasized
from the first lesson,
encouraging ensemble
playing from the very
beginning.
Songs and scales in
different positions are easily
mastered within the first
year of playing to ensure
that children are not
confined to first position
playing.
Advanced string techniques
such as varied bow strokes
and shifting are introduced
in a basic form.
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Max Aronoff Viola Institute

A

Comes to Fairfax, Virginia, on April 2, 2016

fter 25 years of teaching Max Aronoff’s
approach to the viola in the Seattle
area, the Max Aronoff Viola Institute
(“MAVI”) is coming to Fairfax, Virginia, on
April 2, 2016. Teachers, amateurs and students
(ages 13 and up) are invited to attend the East
Coast Festival Day, which will be held at the
Unitarian Universalist Congregation of Fairfax
on Saturday, April 2, 2016.

which will include performances by Joyce and
Ellen, and all participants playing together in
a large viola ensemble. Students are invited to
audition for two solo spots on the concert—
accompanist provided by MAVI—or one spot for
a small viola ensemble.

There will be participatory seminars in which we
explore some of Aronoff’s teaching techniques.
Doris will also give a seminar. This will be a fun
The day-long event, sponsored in part by VASTA and enriching day. There’s a large communal
(Virginia ASTA), will include a master class that area where we will all be able to eat our brown
bag lunches together, and we will provide dinner.
will be filled on a first-come, first-served basis.
Students may perform a piece in a nurturing
The cost is $75 for advance registration. ($25 by
and stimulating environment. The master class
February 29, 2016, and $50 at the door) Sameday registration is $85. Need-based scholarships
will be taught by Doris Lederer of Shenandoah
are available.
Conservatory, Joyce Ramee of the University
of Puget Sound, and Ellen McGlone. (Both
Please contact mavijramee@aol.com if you have
Joyce and Ellen are Aronoff alumnae.) We will
any questions. The application and brochure will
also have a public concert at the end of the day,
be available shortly at www.viola.com/aronoff.

Howard County Orchestra
Concert

Viennese
New Year’s
Celebrion
PRESENTS

January 10, 2016

•

7pm

First Evangelical Lutheran Church

3604 Chatham
Road, Ellicott City,
Maryland
21042
Stringendo
Winter
2015–2016

Waltzes and polkas of Johann Strauss, Jr. and others,
narrated by WBJC’s Jonathan Palevsky.
With dancers from the Howard County Ballet and a special
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Orchestra Rehearsal Checklist
Rules: Check the things you notice at rehearsal. Player with the most checks at the
end of rehearsal wins. (Note: Only one check allowed for Number 13, no more than 2
checks per item for the rest.)
1. Orchestra Librarian “just-saw-you-use-a-pen”
Death Stare.

13. (Viola solo. Just kidding.) Free check for your
checklist.

2. Famous modern composer writes note your
instrument can’t play.

14. You screw up. Stand partner gets blamed.

3. Conductor upbeat sniff/gnat incident.
4. Mahler 1st Violin line makes you sound like a
million bucks.
5. Double Bass section surreptitious hip flask passaround.
6. Ostentatious pre-rehearsal practicing of flashy
concerto excerpt.
7. Precision Fussing I: Percussion player OCD
mallet alignment.
8. Exposed entrance conductor thought bubble:
“Don’t look at the horns, don’t look at the horns,
oh sh*t I looked at the horns.”
9. Evil eight-measure section that makes you
sound like you forgot to practice all week even
though you practiced all week.

15. Conductor says something wrong about your
instrument.
16. Bassoonist complaining about cane.
17. Contrabassoon player scoots chair on floor,
plays a note, whatever.
18. Molto emo cello solo largo espressivo vibrato
emo molto.
19. Stand partner screws up. You get blamed.
20. Deep feeling of satisfaction when someone you
hate screws up.
21. Flute I and II synchronized eyebrow lifting.
22. Betting pool set up on which player gets
drenched the most with concerto soloist’s sweat.
23. Stage manager stand-light-cord-tangle nervous
breakdown.

10. Piccolo player does that weird thing with lips.
Eww…

24. Assistant conductor gazes longingly at podium,
slinks into designated sulking corner.

11. Clarinet reed soaking glass has something gross
floating in it.

25. Concertmaster mumbles something about
bowing, or whatever.

12. Precision Fussing II: Touch not the trumpet
mutes!
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Membership Application 2015-2016
ASTA

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

Personal Information

 New Member

 Renewing Member

Dues Auto-Renewal Program

Address _______________________________________________________________

o Yes! I want to enroll in the automatic
dues renewal program. I understand
I may cancel participation in this
program at any time.

City, State, Zip, Country ___________________________________________________

Dues Installment Plan

Name _________________________________________________________________

_____________________________________________________________________
Email _________________________________________________________________
Home Phone _________________________Work Phone ________________________
Cell _______________________________Date of Birth ________________________
Graduation Date (students only) _________School Name (students only) ____________
Job Title ____________________________Prof. Affiliation _______________________

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

Primary Musical Focus
 Classical
 Non-Classical
Membership Category Check only one. Dues paid annually. Rates current through June 30, 2015. Voting Online
 Professional....................................... $111

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

 Full-time Student*............................. $55

 Dual** ........................................... $154

*proof of full-time undergraduate student status required

Please exclude me from:

**please complete second form for other Dual member

 Online Membership Directory  Mailing Labels
 ASTA Email Announcements

Preferred method of contact:

 Email

 Fax

Do you participate or use the ASTACAP program ?  Yes

Profession
Primary















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.

 None

 No

Instrument
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















Primary












Totals/Payment
Secondary

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

Violin
Viola
Cello
Double Bass
Guitar
Harp
Brass
Piano
Percussion
Woodwind

Yes  No 

String Research Journal

 All Mailings

 Mail

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












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 ________________________

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
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