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rests against the left side of the stomach. The right back edge of the bass should
rest on the player’s left groin. The inside of the left knee should touch the back

of the bass (see Figure 2.9). (See Clip 16.)

Step 4

Check the balance of the bass by asking the students to drop their hands to their
sides. The floor and the groin should balance the instrument. The bass should
n at an angle, with no further left-hand support needed.

rest against the abdome
Checl% to see if the pitch A on the G string is over the left shoulder at eye level.

See Figure 2.9 for the position of the bass.

CREATING LESSON PLANS FOR BEGINNING
STRING CLASS INSTRUCTION

The are many ways to incorporate the rote strategies in a lesson plan for be-
ginning classes. We suggest you use a combination of strategies you have
already introduced and new strategies. Research shows that typical elemen-
tary school beginning string class students can understand only one or two
new ideas per class and that the most effective beginning classes incorporate
much review.
M‘MWIS of the lesson. Select bowing, in-
. strument position or left-hand goals, and aural skills. Then choose rote strate-
gies to teach those goals. Following is a sample Iesson plan you may use to help

guide you. See Chapter 6 for more in-depth discussion of lesson planning.

Date

Class

Technique (Time ) Teaching Strategi

Goals

Bowing skill: 1
2.
2

Left-Hand Skill: 1
2.
3.

Echo Sequences: 1
2.
3.
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Music to Rehearse (Time ) Rehearsal Methods
iEm@ge_DLLﬂmﬁQal g

2' 8

3' . 5

4' 4,

5' 3.

P s Pa r Music (Time )

Assignment:

ADDITIONAL INSTRUMENT POSITION TEACHING STR_ATEGIES

Rote teaching activities (activities done without reading music) designed to.de-
velop students’ playing skills are used frequently in string class instruction.
The rote teaching strategies described in this chapter and Chapters 3 and 4 are
commonly used in string classes throughout the country. They are based on the
work of many experienced teachers and pedagogues, including Paul Rolland,
Phyllis Young, Robert Culver, Irene Sharp, Margaret Rowell, Michael Allen,
William Conable, Paul Robinson, and the authors of this text.

The following teaching strategies may be used to help students develop an
acceptable body and instrument position.

All Instruments

Grow an Inch. Have students stand with feet shoulder width apart. Ask them to
pull up an imaginary string attached to the top of their heads, so that their body
is lengthened and free. This position allows the arms and hands to move freely

g)lri p11a7y;ng the instrument. Also try the same strategy with students sitting. (See
p17.

Front Half of the Chair. Ask stud :
with their backs away ron, thes ents to sit on the front half of thejr chairs

S : back of the chair, If stud i
the chair, this can stiffen the back and neck muscles, (Seee(rjlfisp S?Ilts c;n the edge of

Violin and Viola
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instruments are coming down. Robert Culver, professor at the University of
Michigan, uses this strategy frequently with great success.

Feel the Platform. Have each student use his right hand to feel the platform
or shelf that the instrument will rest on. They may place their hands on the tops
of the left shoulders, touch the sides of their necks, and touch their collarbones
where the instruments will sit. o . | |

Nose/Bridge/Scroll. Have students place their instruments in playing posi-
tion and then touch their nose, bridge, and scroll. There should be generally a
straight line between all three.

Cello

Palms an’ Knees. Have students place the palms of their hands on the tops of
their legs while sitting with their feet placed flat on the floor. This sensitizes
both the students and teachers to focus on the proper height of the chair for a
student cellist. If the height of the chair is acceptable, the palms will generally
be parallel to the floor.

Up and Light. Ask students to hang their hands at their sides with their in-
struments in playing position. Gently pull the cello neck away. The cello should
move easily, because the knees should not be gripping the instrument. With
the instrument away, check to see if the player’s head, shoulders, and torso are
aligned.

Jack-in-the-Box. Announce “Jack-in-the-Box.” Instruct students to respond
by standing quickly and easily. If their feet are placed flat on the floor and posi-
tioned correctly, they should be able to do so.

Three-Finger Check. Have each student place three fingers of his left hand,
vertically positioned, between the top of his left shoulder and the back of the
neck of the cello. The left index finger should rest on the top of the shoulder
with the third finger touching the back of the cello neck. This helps the student
begin to position the instrument neck over the shoulder.

Shuffle. Ask students to shulffle their feet on the floor. This helps the players
remember to place their feet flat on the floor while relaxed.

Wite-Out Endpins. Have the students pull their endpins out to the proper
length. Place a dfop of. Liquid Paper on the endpin to show students how far
to pull the endpin. This helps each student understand how long the endpin

should be when it is in playing position. Some teachers also like to use an ink
marker and mark the endpin for the same purpose.

LEFT-HAND SHAPE: GENERAL GUIDELINES
Violin and Viola

Examine carefully the position of the th
of the fingers are on the string,
finger, resting on its side wit
the side of the fingerboard w
thumbs to rest on their side

umb in Figure 2.10. Notice that the tips
and the thumb is generally across from the index
.h the tip pointing up. When students gently tap
ith their thumbs, the tapping motion allows their
s at a location that is comfortable for their hand.
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Figure2.11 Left wristand elbow

Figure 2.10 Left-hand position for
position for violin and viola.

violin and viola.

Also notice that the base hand knuckle of the index finger is generally across
from the top of the fingerboard.

Finally, notice that the left wrist is positioned comfortably away from the
instrument, generally forming a straight line from the base hand knuckle to the
elbow. In this position, the elbow will be movable and underneath the back of

the instrument (see Figure 2.11). (See Clip 19.)

Cello

Examine carefully the position of the fingers and thumb in Figure 2.12. Notice
that all of the fingers are naturally curved, and the index finger is resting slightly
on its side corner. The thumb is generally resting on its upper pad behind the
second finger. The fingers should be equally spaced so that there is a half step
between each finger.

Notice that the wrist and arm are in alignment. One way for students to
find the best placement of the elbow is to have them alternate tapping the in-
strument nut and top of the bridge. When doing so, the elbow will naturally
position itself at a place appropriate for the arm and hand in first position (see
Figure 2.13). (See Clip 20.)

Bass

ﬁ:ceagllilrll; ;a.refully thlfla pgs;tion of thumb and fingers in Figure 2.14. Notice that
1s generally behind the second finger, resting slightl i
pad, and that the first finger is relativel ot P b
. : y straight. Notice the space b
the index and long finger. The space between those two ﬁngerspshcfulc? t:c;ie;;

half step.
The arm and hand will be align

; d, wi
wrist (see Figure 2.15). (See Clip 21.) e generally straight
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Figure 212 Left-hand position for
cello.

Figure 214 Left-hand
position for bass,

Figure 215 Left arm and hand
position for bass.

PEDAGOGY FOR TEACHING THE LEFT-HAND SHAPE

With string i : .
g Instruments, the index finger is referred to as the first finger, the

middle fi e
firiger,e af;ntie; ?j ut:‘ti s%cond, the ring finger as the third, and the pinky, or little
- To help students develop their left-hand shape, first in-

ee or four fingers. It is al ier in thi
i e ‘ &€rS. 1t 1s also easier in this way for stu-
ents to keep their proper hand shape when lifting fingers off to play{ii?f:‘:exl:t
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i i tegies
+ches, compared with adding fingers. The following rote t:iea;}:neg strategl
xl:acy be used to help students develop an acceptable left-hand § pe.

All Instruments I —
Top of the Hand Down. Have students learn to p{ay df:scen ing e e de:
scales, and musical fragments first before asFendlx}g lines ((;:g., nj D
scending tetrachords: violin and violas stz'u‘tmg with .three. m%eri o .
string for G, cellos four fingers on the D string, basses fingering kF-sharp O
‘o while playing open G). :
» St%u?neling. Iljiaze gac}l: student slide all four fingers, or the third and fourth
fingers together, up and down the length of the fingerboard between any two
adjacent strings. (See Clip 64.)

Ridin’ the Rails. Have each student slide their fingers up and down one
string. Hopefully their fingers will not become “derailed”! (See Clip 23.)

Doublin’. When students can bow two strings, have them finger pitches on
one string while playing the next higher adjacent open string (no fingers on the
string). This promotes curvature of the fingers.

Taps. Have students lightly tap their fingers on one string and then combi-
nations of strings. This will help the students curve their fingers and begin to
coordinate fingering motions. (See Clip 24.)

Thumb Taps. Ask students to lightly tap their thumbs on the instrument

necks while their fingers are on the strings. This should help remove tension
and prevent squeezing the neck with the hand.

Violin and Viola

.Square First Finger. Encourage each student to shape the index finger so that
it forms a square with the fingerboard. This helps allow all the fingers to be
curved and gently poised over the fingerboard (see Figure 2.16). (See Clip 22.)
Thumb_Slides. Have each student gently slide his thumb along the side .of
the neck with his hands in playing position. When the thumb slides toward the

second finger, the wrists will gently straight i i
position that is at ease and gently straighten, which will help promote a hand

2.17). (See Clip 23.) generally in alignment with the arm (see Figure

Pull Aways. Have each student pull i i
R ; - pull the sides of his hands away f
neck of the instrument while keeping their thumbs and fingers on }t!h(: ?rﬁt:'?le

not to squeeze the neck of the instrum .
Strums, Have shates Setis ent when playing. (See Clip 58.)

while swinging the; m across the strings with their fourth f;
joint. ging their elbows. This helps the arm move freely from &létghf;ﬁ;s
r
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Figure 2.16 Left index finger shape for
violin and viola.

Figure 2.17 Thumb slides and position for violin and viola.

Fingertip Fingering. Remind students that they should be playing on the tips
of their fingers.
Base Hand Knuckle Checks. Check to see if each student’s base hand knuckles

are generally at the height of the top of the fingerboard. The base hand knuckle
of a student with longer fingers may be slightly lower.

Cello

Knuckle Knocks. Have students close their left hands and lightly tap the strings
by raising and lowering their hands from the wrist joint. Instruct students to tap
up and down the length of the fingerboard. This tapping motion from the wrist
joint encourages the left hand to be relaxed from the wrist joint when playing.

Sodas and Fruits! Suggest to students that the general hand shape should be
formed as though the hand is cupped around a soda can or a piece of fruit the
size of an orange. Fingers should be rounded, and the thumb and index finger
should form a C shape. (See Clip 25.)

Finding Our Elbows. Ask each student to alternate lightly tapping the bridge
and the nut of the instrument. This will help the elbow position itself naturally
so that the left hand may be properly placed on the string.

Bass
K Shape. Have the student form the shape of a K on the string as in Figure 2.14.

Notice that the string is the trunk of the K, and the index and pinky fingers form
the other lines of the K.
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Figure 2.18 Left-hand index finger and thumb shape for bass.

C Clamp. Instruct students to shape their index finger and thumb like th.e
shape of a C clamp. Bring a C clamp to class if students do not know w}}at 1;
is. C clamps may be purchased at most hardware stores and serve as a visua
aid to help understand the proper shape of the left hand (see Figure 2.18).

PEDAGOGY FOR TEACHING PIZZICATO

As we stated previously, we recommend that bowing and fingering skills flfst
be taught separately before they are combined. Howevet:, sl"ude_nts can piz-
zicato simple scales and melodies while they are developing their bow ha-nd
shape and open string bowing skills. Pizzicato activities can start from the first

day of instruction. Violin and viola students can pizzicato first in guitar posi-
tion and later in playing position.

Violin and Viola

Instruct each student to
gerboard near their hi
Students should pull
their finger, not its ti

place the tip of their right thumb at the corner of the fin-
ghest string and use the index finger to pluck the strings.
the string toward an adjacent upper string with the pad of
P, to get the best sound.

Cello and Bass

Have each student position the tip of the thumb on the low string side of the

fingerboard, about two to four inches from the end. The student should pull the
string toward the adjacent lower strin

g with the side of the finger, not the tip,
to get the best sound.
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PEDAGOGY FOR TEACHING BEGINNING FINGER PLACEMENT

The first keys that students learn in beginning string classes are D major and G
major. As the class progresses, additional keys such as C major, F major, and d
natural minor may be introduced. .Stu.den.ts shoul.d play one-octave scales and
arpeggios in these keys during bcgmnmg mst.ructlon. -
The following are rote teaching strategies to help students learn basic

fmgg;x;f ;C‘ingvrr'ng. Have students place the sounding finger and all lower number
fingers on the string when first learning to finger pitf:hes (e.g., playing G on thg D
string on violin and viola in first position with three fingers down rather than third
finger only). This helps develop students’ left-hand shapes. After the hand shape
is well established, students may begin to use independent fingering.

Descending Scales. First introduce scales descending to help students .de-
velop left-hand shape, fingering motion, and finger placement between the first
and fourth fingers and to promote desirable left wrist and arm placernent'.

Descending Melodies. Emphasize melodies that begin with higher pitches
and descend to lower pitches for shaping the left hand and establishing intona-
tion within a hand frame. “Mary Had a Little Lamb” and “Joy to the World”

are examples.
Simple Double Stopping. Have students finger a string while sounding the

adjacent higher-pitched open string.

Finger Markers. Some teachers like to initially mark beginning students’ fin-
gerboards, indicating where students should place their fingers to help pro-
mote accurate intonation. Auto pinstriping, adhesive dots, or dots of Liquid
Paper may be used. If a marking system is used, we recommend that as soon as
possible, markers be removed gradually so that students will rely more on their

ear than on the markers.

Violin and Viola: The 2-3 and 1-2 Finger Patterns

Teaching finger patterns helps violin and viola students easily understand
finger placement. The finger patterns describe the whole step and half step
spacing between fingers. The name of the pattern refers to the half step that
occurs between fingers; for example, in the 1-2 pattern there is a half step be-
tween the first and second fingers. The 2-3 (1 23 4) finger pattern is the first one
introduced to students, followed typically by the 1-2 finger pattern (12 3 4).
The 2-3 finger pattern involves a half step between the second and third fin-
gersand a w}}ole step between the first and second fingers and third and fourth
g:lr?:jig(se; Fllfgutre 2%}91). E\Totice that the fingertips are close to each other when
a half step. The fingerti ' i i
T ti b ﬁiegztigs may or may not be touching, depending on
The 2.-3 finger pattern allows students to play the two major tetrachords in
the D-maj_or scale: whole step between the open D (no fingers on the D strihg)
and first finger E, whole step between first finger E and second finger F-sharp,
half step between second F-sharp and third finger G, and a whole step between
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Figure 2.19 The 2-3 finger pattern for Figure 2.20 The 1-2 finger pattern for
violin and viola. violin and viola.

third finger G and either fourth A or the open A string. The same 2-3 finger pat-
tern may be used to play the second ascending tetrachord of the D-major scale
on the A string. The 2-3 pattern is also used to play the G-major scale starting
on the open G string for both violin and viola and a C-major scale on the viola
starting on open C. (See Clip 29.)

The 1-2 finger pattern involves a half step between the first and second fin-
gers (see Figure 2.20). It is used in the tetrachord on the A string (open A, first
finger B, second finger C natural) and the tetrachord on the D string (first finger
E and second finger F natural) when playing the C-major scale starting on the G
string. The 1-2 finger pattern is also used in the d natural minor scale, starting
on the open D string.

Cello

Remember on the cello all fingers are spaced a half step apart, creating an inter-
val of a minor third between the first and fourth fingers. (See Clip 20.) The one-
octave D, G, and C-major scales typically first introduced in beginning string
classes are all fingered the same when starting on the open string for the tonic
gﬂ:{%h l(eﬁ.,. G maior: G string—open G, first finger A, third finger B, fourth finger
Go1 3li)D§trmg__0P en D, first finger E, third finger F-sharp, fourth finger
finger is us;ed SFOther major scales or tetrachords are introduced, the second
the second fin, o" example, to play a d minor tetrachord starting on open D,
With a fourth finge, wcd t© Play F natural (0 12 4). In an F-major scale, starting

the G string (;!3 %;;F on the C string, the second finger is used to play B-flat on

pend ing on how o

may begin to learn hoy ften the string classes are scheduled per week, cellists

i to PI?Y the F-major scale beginning on second finger
§ during the first two years of instruction. This octave of the F

extensions anq a backwarg extension for B-flat on the A string (2 4 1x2). Cello
ching them are presented in Chapter 3.
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‘ i dents are learning if octave
the D, G, and C-major scales that the other string stu :
transpositions are tjo be avoided. We recommend that bass players_leallm their
initial scales without switching octaves for each tetrachord to avoid inherent

i i i i lems.
tring crossing, tempo, and intonation prob : ‘ '

" (%ne of thg decisions you will have to make in teaching basses is what left-
hand position system to use with your students. There are two systems t.hat
are used frequently. One system uses Roman numerals to indicate the position.
Examples of this system appear in Figure 4.3. : ‘

Aﬁother system labels the position by the pitch that is _played. by the first
finger on the G string. For example, when the first finger is playing the note
A on the G string the left hand is in “A Position.” If the left hand f1r-1gers B the
hand is in “B Position.” We suggest you use the system that is used in your be-
ginning string class materials and/or the system that is used by the local bass
teachers.

BOWING INSTRUCTION: GENERAL GUIDELINES

The beginning of this chapter recommends that students develop body posture,
instrument position, left-hand shape, and finger placement skills independent
of bowing skills. Though instrument and bowing instruction should occur at the
same time, beginning from the very first classes, the independent development
of these skills allows students the opportunity to develop a level of mastery
through review before trying to combine them. Remember that students may
pizzicato the various scales and melodies they are learning as they are devel-
oping their bowing skills independently. See Chapter 6 for further discussion.

We recommend that bowing skills be taught sequentially because of their
complexity. In beginning string classes, this involves first teaching bow hand
shape, followed by instruction about simple détaché bowing, string crossings,
and staccato and hooked bowing. Be sure to use much review to help students
master each skill level before proceeding to the next skill.

BOW HAND SHAPE: GENERAL GUIDELINES

We recommend that students first learn to hold the bow at the balance point
so that the fingers and thumb may be relaxed while holding the bow. This also

helps students understand that the instrument will help support the bow when
they are playing.

Violin and Viola

Examine carefully Figures 2.21 and 2.22 and notice the following:
* The index finger rests on top of the bow stick near the second knuckle joint.
* The second finger is curved across from the thumb, is draped over the side
of the bow, and touches the stick near the second knuckle joint.

* The third finger drapes over the side of the b

: ow, and the fingerprint
touches the concave side of the frog, s
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Figure2.22 Bow hand shape for

lance
Figure 221 Bow hand shape at the bala ielin vl ok,

point for violin and viola.

Figure 223 Bow hand shape for cello (view Figure 2.24 Bow hand shape for cello
of the fingers). (view of the thumb).

* The little finger is curved and its tip rests near the inner side of the bow
stick.

* The thumb is across from the second finger forming an oval shape.

* The hand leans slightly on the index finger.
Cello

. ' ut
The fourth finger is near the eyelet of ¢ of the frog.

he bow.
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Figure 2.26 French bow

Figure 2.25 French bow hand
shape for bass (view of the ' hand shape for bass (view of
fingers). the thumb).

Figure 2.28 German bow hand

Figure 2.27 German bow hand
shape for bass (front view). shape for bass (back view).

* The thumb is curved, and the side of its tip rests across from the second

finger.
» The hand is more perpendicular to the bow stick than upper strings.

Bass: French Bow
Examine carefully Figures 2.25 and 2.26 and notice the following:

* The shape of the hand is similar to the cello bow hand, but the fingers are
positioned slightly more over the side of the frog.

Bass: German Bow
Examine carefully Figures 2.27 and 2.28 and notice the following:
* All fingers are naturally curved.

* The index finger and thumb form a circle.

. Egesrecond and third fingers are curved and positioned near the index
* The fourth finger is located under the frog for support. |

PEDAGOGY FOR TEACHING BOW HAND SHAPE

The following rote teaching strategi
their biny'hand shape, & gles may be used to help studenfs develop
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All Instruments

Finger Bowing. Step 1: Have student§ hold thei.r le : i inger paralle] to the
floor in front of their face at the height of th‘ell‘ chin :

to place their right-hand fingers on the left index fing i

touching. The right-hand fingers Shoulld hang on the lef.t index finger. Students
should point their fingertips over t.he side of the index finger. Step 3: Ask violin
and viola students to tap their pmlf;y on top of the left index finger. Step 4:
Tell students to place their thumb tip across from thei

2.31 and 2.32 for a similar Seéquence using a pencil or pen rather than the index
finger. (See Clip 30 and Clip 32))

ages students not to squeeze or tense their hand because the straw is light and
easily bends if pressure is applied.

Bafa.nce Point Bows. Instruct students to form their bow hand at the bal-
al:c% point of the bow, This helps the bow hand to be relaxed while holding
the bow.

Tap, Tap, T, Instruct students to tap their fingers lightly while forming
Pe on a pencil, straw, or at the balance point of their bow.
fingers and hang_

ap.
their bow hand sha
This helps relax the

Figure 2,29 Bow h
3 and
4 pencil for violin and v Shape o

fola Figure2.30 Bow hand thumb

shape
on a pencil for violin and viola

._ B
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Bow Putks. Draw a line or an X on the students” fingers where the bow ?Ii(_‘k
should towch. This helps students correctly I‘t“iili\nn thv‘ baws in il\l‘?l‘ han lﬂ-.

Theomds U, Have students hold their bows \\*ul!\ their l‘mw hands, Askt “\?
to tum the bows upside down ina rmmt-.'r\"lm‘k\\’_m‘ motion so that the hair is
ceiling. Instruct them to check o see i their thumb is touching the

facing the : N ;
e is curved outward, forming an oval

bow correctly and if its middle knuckle _ ‘ ) oV
= ~a . N ~ i 1
shape with their longest tinger. See Figure 230 tor an example of this hand posi

tion for the violin and viola when holding a pencil, ‘
Thumb Bends, Step 1: Shape students’ bow hands ona pencil, strasy, or bow,

Step 2: Ask them to turn their bow hands upside }h\\\'ﬂ l\‘\"l‘uming their hnpds
ina clockwise motion. The bow hair should be facing the ceiling as a hzzml.t. Step
3: Instruct students to bend their thumbs slightly, along \‘\'ith all their fingers,
The contact point of the thumb should stay the same while the thumb bends,
This promotes flexibility throughout the fingers and thumb,

Violin and Viola

Flop Hand. Have students do the following steps. Step 1: Hold a pencil in tl}"c
left hand at eye level. Step 2: Hang right-hand fingers over the top of the pencil,
as shown in Figure 2.31. Step 3: Place the fourth finger on top of the pencil, as
shown in Figure 2.32, Step 4: Touch the tip of the right thumb on the pencil just
opposite the second finger, forming an oval shape, as shown in Figure 2,33, Step
5: Lean the right hand toward the index finger, as shown in Figure 2.34. After
completing Step 5, remove the left hand from the pencil,

N
Eigure 231 Step 1 for forming Figure 2.32 Step 2 for
ow hand shape. forming bow hand shape.

Figure 2.33  Step 3 for forming
bow hand shape. - -

Figure 234 Step 4 for forming
bow hand shape. :

Scanned with CamScanner



58 STRATEGIES FOR TEACHING STRINGS

Cello and Bass

Shelving! Step 1: Asl.< stu
their bow stick resting a
touching. The fingers form

dents to loosely hang their right hand at their side with
t the balance point on their fingers without the thumb
a shelf on which the bow can rest. Step Z:énstruhct
i i i d fingers, bending the
: 10 their thumb tips across from thelr. secon gers, b
;s\t,?dci;z. tc())ustl\lvc;erd Step 3: Have students bring their hands up to their eyes and
e ’

evaluate their bow hand shapes. (See Clip 33.)

SOUND PRODUCTION PRINCIPLES

epare to begin bowing on the string it is a good idea to intro-

x;tltl}f:rﬂtfopfin}:damentalgsound productifm prinf:iples on string instruments.
Explain that there are three sound progiuctlon va'rlablesE the speed of the bokv:r,
weight (pressure), and the contact point (sounding point) of the bow on the
string. _ .
There are several general sound production principles that stud-ents
should understand. First, generally the bow should travel faster on strings
that are thinner in diameter, for example, the E string on the violin, and
correspondingly, slower on wider strings, for example, the bass E string.
Second, slower bow speeds should be used when bowing closer to the bridge.
Third, louder sounds are produced either by increasing the speed of bow or
weight of the bow on the string. Fourth, the higher the pitch the closer the
bow should travel near the bridge. Fifth, the most clear sound production
is produced when the bow travels at a right angle to the string. Sixth, softer
sounds are produced through less weight on the string and/or moving the
bow farther from the bridge. Seventh, the three sound production variables
(speed, weight, contact point) function in relationship with each other; as one
changes, the others must adjust as well.
e tﬁi 22fr2?nt §ee,ban entire palette of sounds can be produced through chang-
Ao ;‘ Ml e.tW_een Fhe three.sound Eroductlon variables. An excellent

ption of this principle is found in an article titled “String-O-Phobia: Some
Causes and Cures,” by Kjelland (1987). We suggest d
vaiables and theiy relatianchy ‘ ggest you emonstrate.each of the

onships as students begin to bow on the string.

DETACHE BowINng: GENERAL GUIDELINES

Once student
velop their gr:tgz‘:: sctlfglioprl?ﬁ tk}eil’ o e Fiines they mre L g
ché stroke, This el S. Lhe first bow stroke that students learn is the déta-

e eis :
pulling it bac.k and forthl,af[%dulgw by simply placing the bow on the string and
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Figure 2.35 Position of bow on Figure 2.36 Position of bow on the
the string for violin and viola. string for cello.

1%

1

Figure 2.37 French bow position Figure 2.38 German bow
on the string for bass. position on the string for bass.

a2 Upper Half — Lover Balf ’P“’g

Figure 2.39 Different sections of the bow.

wrist and fingers. It is critical that students learn these correct positions when
establishing their bowing skills.

The bow is divided into different sections, as illustrated in Figure 2.39. We
recommend that students first learn to bow in the easjest part for their instru-
ment: violins and violas in the middle and cello and bass middle to lower half.
As students master these areas of the bow, others may be emphasized.

PEDAGOGY FOR TEACHING DETACHE BOWING

The following rote teaching strategies may be used to help students develop
their détaché bowing skills.
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Violin and Viola

Swingin’ Out. Have students place their left index finger in the right elbow joint
and gently swing their arm back and forth. This helps students develop the arm
motion produced by the opening and closing of the elbow joint when bowing
in the middle of the bow. See Figure 2.42. (See Clip 34.)

Straws in the F Hole. Have students place a plastic straw in either or both
instrument F holes and then bow near the straws as illustrated in Figure 2.43.
This helps the bow to travel parallel to the bridge. (See Clip 39.)

Bow Hand Shapes on the Go. Have students first learn their détaché bowing
skills while holding the bow at the balance point. As students’ bowing skills
develop, gradually have them move their bow hand to the frog.

Cello

Ridin’ the Rails. Have students hold their bows at the tips with their left hands
and place the bows on the strings near the tips. Then instruct students to slide
their bow hand shape back and forth along the stick. This helps students learn
the proper motion of the hand, wrist, and arm when they bow. (See Clip 37.)

Traveling Down the Road. Have each student hold the end of a yardstick,
dowel, or PVC tube in front of him at the height where their strings would be
when the instrument is in playing position. Then have them place their bow
hand shape around the object and slide their hand back and forth along the
stick. As they are moving their hand, check to see if the motion is in two steps.
In Step 1, the motion with the hand moving away from the body is first initiated
by the upper arm, followed by an opening of the forearm. In Step 2, when the
hand is moving toward the body, the elbow should close first, followed by the
upper arm. See Figure 2.44. (See Clip 36.)

Figure 2.42 Swingin’ Out
strategy (violin and viola).

Figure 2.43 Straws in the F Hole
strategy (violin and viola).
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i
it
Figure 2.44 Traveling Down the Road Figure 2.45 Swingin’ to the
strategy (cello). Floor strategy (bass).
Bass

Swingin’ to the Floor. Have each student swing the right arm back and forth from
the shoulder joint, allowing the elbow to bend only slightly so that the hand
travels parallel to the floor. See Figure 2.45. (See Clip 35.)

Frog to the Floor. Have students bow back and forth on their strings, keeping
the frog parallel to the floor. This helps prevent the bow from traveling toward
the fingerboard, particularly on the down bow stroke.

BEGINNING STRING CROSSINGS: GENERAL GUIDELINES

It is important for students to move their arms to the new string level when they
are changing strings. See Figures 2.46, 2.47, and 2.48 for illustrations. Notice
that the string crossing motion is the opposite between high and low string
instruments. Violinists and violists lower their arm when crossing to a higher-
pitched string and raise their arm when crossing to a lower-pitched string. The
motion is just the opposite for lower strings. Cellists and bassists raise their
arms when moving to a higher-pitched string and lower their arms when going
to a lower-pitched string.

PEDAGOGY FOR TEACHING STRING CROSSINGS

The following rote teaching strategies may be used to help students develop
their string crossing skills.

All Instruments

Bridge Rocking. Have violin, viola, and cello students place the bow hair on top
of the bridge at the balance point. Instruct them to rock the bows across the
bridge. Basses may do so as well but will need to place their bows on the string
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at their normal contact point or at the end of the fingerboard, depending on the
length of their arms. This shows students the distance between string levels
for their instrument and helps them follow the natural curvature of the bridge
when crossing strings. After students have mastered crossing at the balance
point, have them try crossing at other parts of the bow. (See Clip 40.)

Pencil Crossings. Have students insert a pencil between the bow hair and
stick at the balance point. Violin and viola students may hold the bows over the
left shoulder where the bow would be positioned if they were playing; cello and
bass students may hold the bow in front of them in their instrument playing
position. Instruct students to rock the bows up and down as in a string cross-
ing motion, first using large arm motions, then hand, and then fingers flexing
only. Instruct students to rock the bows up and down with their right hands
in a string crossing motion as in Figures 2.46, 2.47, and 2.48. Experiment with

and viola,

Figure 2.47 i i
String crossings for cello. Figure 2.48 String crossings for bass
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different sizes of motions. String Crossing motions can
entire arm (large motions), just by the hand, or primaril
and thumb (very small motions).

Rest Crossings. Place rests between

: g level change.
This allows time for the student to execute a string crossing properly. Use longer
rests first and then gradually shorten the amount of time for th

. e string crossing
motion as students develop their mastery of string crossings. (See Clip 41.)

STACCATO AND HOOKED BOWINGS: GENERAL GUIDELINES

Staccato strokes begin with a pinch or slight depression of the bow stick, which
is produced by leaning primarily the index finger into the bow stick. When
the bow is pulled, the extra weight at the beginning of the stroke produces an

accent. Immediately after the accent, the extra wei

ght on the bow through the
index finger should be released slightly. At the end of the stroke,

the arm stops
and another slight pinch of the index finger is added.

Once students have mastered the basic staccato stroke, they may hook or

link two or more staccato notes in the same bow direction. This is commonly
referred to as hooked bowing.

be done by moving the
y by bending the fingers

pitches that involve a strin

PEDAGOGY FOR TEACHING STACCATO AND HOOKED BOWINGS

The following rote teaching strategies may be used to help students develop
their staccato and hooked bowing skills.

All Instruments

Pinched Bows. Have each student practice pinching the bow by placing the bow
on the string at the balance point and slightly leaning the index finger into the
bow stick. It should be easy to see the bow stick go up and down while the bow
hair stays on the string. Instruct students to try the pinching motion with their
second fingers, then their third fingers, and finally their fourth fingers. They

will feel in their hand that the index finger is the easiest finger to produce the
pinch. The other fingers together help the index finger, but the motion is led by
the index finger. Have studen

. ts practice their staccato bowing first using open
strings and then review scales.

Doorknob. Using the analogy of the turning motion used when rotating a
doorknob to open a door,

lean the hand back and forth into the bow stick to
start the staccato stroke.
Bow Pivots. Instruct each student to lean the bow hand into the bow stick
:;:’ard the&mdex finger and pivot it by moving their bow hand closer and far-
I away from their bod : . : f the b
the string. Aftor ¥ while keeping the same contact point of the bow on

i pivoting, the stu ifferent contact
point and pivot again, = student can pull the bow to a different contac

Hook and Pui. ' '
e s:iti ull. Ask each student to place the bow on the string to lean slightly

with the bow hand. Once the bow stick is depressed or “hooked,”
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instruct each student to pull it across the string. They may need to release some

) : v,
{ the pressure on the bow between strokes if the sound is too scratchy. _
° Cof:mect the Hooks. After students have leaned into the bow sticks with their

bow hands to hook the string, they may pull the bows to connect two or more

staccato pitches in the same bow direction.
Loud Rests. Emphasize the silence necessary between th

instructing students to play a Joud rest between pitches.

e staccato notes by

PEDAGOGY FOR TEACHING SLURS

truments by smoothly pulling the bow in the
o or more different pitches. The following rote
help students develop their slurring skills.

Slurs are produced on string ins
same direction and connecting tw
teaching strategies may be used to

All Instruments
Trill Slurs. Have students pull their bows in one direction while trilling. This
in one direction while playing dif-

helps students coordinate pulling their bows In

ferent notes with the left hand. )
Hooking for Slurs. Have students first hook different staccato pitches in the

same bow direction and then play the same notes legato while slurring.

AURAL SKILL DEVELOPMENT IN BEGINNING
CLASSES: GENERAL GUIDELINES

The development of aural or listening skills in the string class is critical. Refin-
ing aural skills helps students play in tune by developing their pitch discrimina-
tion skills as well as by helping them coordinate their right and left hands and
memorize music. Well-developed aural skills lay the foundation for successful
string playing by young students and may lead to interest in aural skills such as
improvising; composing; and playing jazz, blues, and fiddling music.

Aural training is key to the effective teaching of beginning string classes.
The teacher must set a high standard of intonation and pitch discrimination.
Students typically will play in tune to the standard that is set by the teacher. If
the teacher sets a low standard, students will be satisfied playing out of tune.
Ke.ep the standard high; reinforce aural skills through constant review and by
using many different aural skill teaching strategies. Students will play in tune
and will have well-developed pitch discrimination if the teacher demands it.

PEDAGOGY FOR TEACHING BEGINNING AURAL SKILLS

g; ]::rgl:nnéftg 181111::11:1%1 cl'asses, stude_nts can learn how to raise and lower a pitch
Hloetelfcics wac ; ;t:étihel.-s. Ech.mn.g by ear what the teacher plays is one of the
S examples o tea il beginning students’ aural skills. The following are
cannot see the g strategies that can be used. Be sure that students

person playing what they are supposed to echo. In that way,
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students must use their ears to respond, not by watching the fingers of the per-
former. It is easiest if the leader stands behind of to the side of the class where
students cannot see the player.

Sliding Pitches. Have students echo the pitch direction of the leader sliding
her hand up or down the fingerboard.

Rolling Pitches. Have students echo the pitch direction of the leader by
slightly rolling his finger on a pitch.

Four-Note Echoes. Have students echo four pitches played by the leader.
Initially, it is best if one of the pitches is an open string and the other pitches
incorporate only the interval of a major and /or minor second. For example, the
teacher may play on their D string DDEE, with the D being their open string. An
sequence of four-note echoes could include the following;:

Teacher plays: DEEE Students echo: DEEE
Teacher plays: DEDE Students echo: DEDE
Teacher plays: DEF#F# Students echo: DEF#F#
Teacher plays: DEF#G Students echo: DEF#G

As the students’ ability to echo correctly increases, the teacher may begin to
incorporate additional intervals such as major and minor thirds. You may also
introduce different styles (legato, staccato), slurring, and rhythms in the echoes
as students become more proficient. (See Clip 42.)

We Get to Play Out of Tune! Once students can echo simple four-note pat-
terns, the leader may begin deliberately bending or playing some of the pitches
slightly out of tune. Students are required to echo the correct and incorrect
pitches precisely as the leader played.

STRATEGIES FOR TEACHING INSTRUMENT
TUNING IN BEGINNING STRING CLASSES

As students are learning the fundamentals of holding the instrument and bow,
the teacher can be responsible for tuning the open strings that are being used

own 'mstruments, we re
students will use in class,

Once students can reliably

are some that the teacher may yse:

» Play an Open A 3 . .
cate if the string } _ & 1ts peg or tuner, Students must indi-

bOW or by pluc
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the students pluck their string while turning the tuner until it matches the

teacher’s.
» Play an A on an electronic tuner and have each student compare and turn

the tuner accordingly.
« Repeat the previous strategies with other strings.

As students’ ability to match the modfal develops in the .beginning classe.f:.,
the teacher may allow the students to quietly bow their st.rmgs and use their
tuners (bass machine head pegs) to match the moc_lel. Teaching students to tune
their instruments is done over a long period of time. Tl}e teacher must be pa-
tient and consistent and maintain a high standard of tuning. Students will only
tune as accurately as they are taught and required.

PROBLEM SOLVING: BEGINNING STUDENTS’ COMMON
PLAYING PROBLEMS AND SOLUTIONS

The table on page 68 includes examples of some of the most common playing
problems beginning string students will experience. Solutions are suggested for
each problem and are described in detail earlier in the chapter.

General Guidelines

As all beginning instrumentalists, string players frequently have problems with
their body posture, instrument position, fingering, and bowing skills. Most
often students have more than one problem at a time when playing. When that
occurs, the string teacher must decide which problems to address and in what
order. Two guidelines will help.

One. Address first problems from the center of the body out. For example,
even though there may be a problem with the shape of a student’s bow hand,
check first to see if the student has relaxed and free neck and shoulder muscles.
Then determine if the student’s right arm is positioned properly and the elbow
and then wrist joints are bending, as they should be. Finally, check the thumb
and finger shape and flexibility of the bow hand.

Two. Evaluate playing problems from the head to the feet and the feet to
the head. Sometimes misplaced feet positions with unbalanced body weight on
the them will encourage tension in the knees, back, and shoulders, The tension
may tra?ns'fer itself to left-hand or bowing motions, causing stiffness in hand
and wrist joints. A head that is pointing down or toward the ceiling will cause

Fenser}ess in the shoulders and uppers, eventually, and may result in still shift-
Ing, vibrato, or uncontrollable bowing motions.

, As. We try to solve students’ playing
guidelines, it is éncouraging to notice that

arms, hands, coordinati : , problems that appeared in students’

ation, or intonation ma have already fixed th
h emselves so
that we do not need to address them. g d 5
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The School
Orchestra Program

A BRIEF HISTORY OF ORCHESTRA PROGRAMS
IN THE SCHOOLS

The history of vocal music in America’s schools is long and rich, beginning as far
back as the first half of the 1800s. However, band and orchestral instruction ex-
isted rarely as a part of school music instruction in the nineteenth century (Hum-
phrey 1989). Society preferred vocal sacred music, and not many performances
were given of high-quality instrumental music in local communities. Also, few
qualified instrumental teachers were available, and there was little class instru-
mental instruction in Europe to serve as a model (Mark and Gary 1999).

Interest in orchestras began to appear by the mid-1800s (Humphrey .19.89).
European orchestras began to tour America frequently. Orchestral musicians
began to immigrate to America, and larger cities such as New York, Cmc1f1—
nati, and Philadelphia established orchestras. Orchestras began to appear in
the schools toward the end of the nineteenth century and the bfeginmng (_)f the
twentieth century (Humphrey 1989). These ensembles were first estabyshed
in high schools and were made up of students studying privately outside of
school. They were similar to theater or salon orchestras. The role of the teacher
Was to gather the students and try to create a performing ensemble from the
instrumentation of the students, Among the first were high school orchestras in
Chelsea, Massachusetts; Hartford, Connecticut; New Albany, Indiana; Sullivan,
Indiana; Richmond, Indiana; ang Oakland, California.

By the turn of the century, the violin was very popular in America. In 1908
Charles Farnsworth, a professor from Columbia University, observed class
vif)lin instruction in 4 school in Maidstone, England. Farnsworth was inspired
with the concept of young students learning to play the violin in groups (Mark
and Gary 2007), I 1910, Albert Mitchell, a teacher in the Boston schools, went
to England to Study the violin classes in Maidstone. Upon his return, he or-
ganized clasges in the schools in Boston modeled after those he had obg

erved
(Mark and Gary 2007). Word of his success traveled quickly,

and Mitche]
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began givi
Singlilargclaz,%:lll?gg; Korvl:?hpps to teachers so that qthers coyld establish
Byt 18 Violin Class Method was published (Mitchell 1924).
Y the end of the 1920s, more orchestra programs appeared in th
The results of 4 1919-1920 stud o =TSR B eshonls,
. Yy reported that of 359 cities surveyed, 278 had

) \ : dition, teachers began to ex-
{:;arlment W.lth teaching beginning heterogeneous instrumental classgs. One of
vef Irll(;f-t V\;flldetl)y used ?leterogeneous methods series of the time was The Un;-

sai leacher by Joseph E. Maddy an . Giddi iddi
Maddy 1923). y Josep y and Thaddeus P Giddings (Giddings and

The rapid growth of school orchestras and bands was fueled in part by
the prevailing philosophy of progressive education and the contest move-
ment (Humphrey 1989). In the late 1910s and early 1920s, school systems
began to provide orchestra programs with instruments, rehearsal time, and
academic credit. In 1928 the first statewide orchestra contests were held and
occurred in fifteen states; the first national orchestra contest was held in 1929
in Mason City, Iowa (Humphrey 1989). The first national high school orchestra
performed at the 1926 Music Supervisors National Conference (MSNC)—the
predecessor of the Music Educators National Conference (MENC)—and at the
1927 conference of the National Association for School Superintendents (Mark
and Gary 2007).

Following World War I, orchestras were firmly established in the school
music curriculums of the larger cities in America (Mark and Gary 2007). The
number and quality of orchestra programs continued to increase. Three musi-
cal movements occurred in the 1920s that strongly influenced the development
and expansion of school orchestras: the music contest movement, the all-state
and national orchestra movement, and the movement to found a national hi
school orchestra and band camp. In the 1930s, the number of school orches-
tra programs stabilized as the number of school bands began to increase and
dominate (Turner 2001). Instrument manufacturers began offering band con-
tests to attract interest in wind instruments and increase sales. A large number
of potential band teachers became available for the first time. Performers who
had played in the World War I military bands returned to America and became
school band teachers. With the advent of talking films, the decline of theater
orchestras put more musicians in the teaching market. Because of the Great pe—
pression of 1929, many performing musicians who played wind and percussion
instruments were thrown out of work and turned to teaching.

School orchestras continued to flourish during the early 1930s, and they held
a place of prominence in most schools. However, by the end of the 1930s, the
number of bands in the schools outnumbered the orchestras (Turner 2001). Band
directors continually placed their ensembles in the forefront of the public, march-
ing and performing for both civic and sports events. This frequent exposure drev.v
more public support and interest in bands rather than school orchestras. In ad_dl-
tion, methods of teaching school orchestras developed more slowly than band in-
struction. Band directors often were more successful recruiting students to enroll
in their ensembles than orchestra directors as some string teachers developed an
elitist attitude by allowing only the brightest and most gifted students to enroll in
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ol had just one instrumental teacher. Commonly
o felt more prepared to teach band and therefore
Iso, very little string teacher train-

their classes. Frequently a scho
that teacher was a musician wh
favored the school band over the orchestra. A
ing was offered to college students who were studying to become music teachers
(Turner 2001). All of these factors contributed to a gradual decline in the number
of orchestras in the schools in the 1940s and 1950s.

In the late 1940s and 1950s, professional associations such as the American
String Teachers Association (ASTA) and the National School Orchestra Asso-
ciation (NSOA) were formed to respond to the decline in the number of string
teachers. However, the very existence of orchestra programs in the schools was
threatened by the 1960s. There was a severe shortage of qualified string teach-
ers for those programs that did exist (Turner 2001). In 1963 and 1964, symposia
were held in Tanglewood to address the lack of preparation of string teach-
ers and performers in America. The symposia and the premier performance
of Suzuki students in 1964 in Philadelphia brought recognition and renewed
interest in strings.

By the 1970s, orchestra programs started to build again in the schools. Sur-

veys of instrumental programs beginning in the 1980s through today show
that the number of school orchestras and students studying string instruments
continues to increase (Hamann, Gillespie, and Bergonzi 2002). Today approxi-
mately 16,000 teachers give string instruction in the schools, 7,000 teaching in
elementary schools and over 9,000 at middle, junior, and senior high schools
(MTD Marketing 2007). The most recent curricular change in school orchestra
programs is the dramatic rise of mariachi music instruction. In addition, fid-
dling, rock, and jazz styles have been introduced to the school orchest'ra’cur_
nculum Developments in technology also have allowed inexpensive electric
instruments and compositional software to expand the experiences of students
in today’s school string programs.

VALUES OF ORCHESTRA PROGRAMS IN
THE SCHOOL MUSIC CURRICULUM

Why is it important for students to have the o i
d ortunity t . a
ments in the schools? What do children gain fro?fplayjntgyst:iﬁ la)é §tr1ng Instru-
Answ_ers to these questions are found in the ways school ghe Instruments?
benefit c@ldren, enhance school music programs, and i e A programs
school district. £ Increase the value of the
Why have string programs at all? I
S * Ina study by Russell
‘c:)cf)ns'ltliilﬁ H{’ the ASTA Journal of String Research), titled "Thaeng Har.nann (forth-
1 mus;éc tl'oe‘:’i:amsf on K-_12 Music Programs,” it was found ercerved Impact
Oppormmgz; le;sstﬂcti:::ng Pl_'Oglrams were beneficia]: they :)}E?’f 98 percent of
_ ' musical, social, and { ' ered ex
enhanced Interaction and programmatic devellrs,trapemona] growth aSPanded
Rrograms——whlch, in turn, strengthens comm P ment amon all m ‘f"ell as
tive support for music and arts programs unity, parental, apng usic/arts
Read on for values for the place of str.in admmistra_
& Programs in the sc '

hools,
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The Music Curriculum Is Not Complete without the Orchestra

Hands-on learning is one of the most effective ways children master new skills
and knowledge. Educators have known this for years. School music classes offer
hands-on learning every day. A wide array of music classes is necessary to meet
the varied interests of students. Not all students are attracted to the sounds
of band instruments, marching, or singing. The large number of students who
play piano or guitar points to this. Also, some children simply prefer the sound
of string instruments. Therefore, an arts or music curriculum designed to reach
the largest number of students is not complete without offering string instru-
ment instruction. It is like a school district offering math without including al-
gebra or science without including chemistry.

In a music curriculum, the orchestra offers students a hands-on opportunity
to recreate some of the masterworks by those composers considered the greatest
in music, such as Bach, Beethoven, and Mozart. More of the world’s greatest com-
posers have written original compositions for orchestra than for any other type of
instrumental ensemble. School orchestras can play many of these compositions.
Through performing this literature, students have the opportunity to experience
firsthand what the great composers intended, unlike transcriptions or arrange-
ments that have been created for other school ensembles.

Further, orchestras should be a part of the school music curriculum to help
meet the national standards. The National Standards for Arts Education describe
the knowledge and skills that every child should have in the arts, as specified
by the Music Educators National Conference (MENC 1994). To meet those
standards, the Music Educators National Conference states that schools should
offer a varied music curriculum, including band, chorus, and orchestra.

In addition, the national professional association for string teaching in
America, the American String Teachers Association (ASTA), has established a
national string teaching curriculum for string education in the schools: ASTA
Curriculum: Standards, Goals, and Learning Sequences for Essential Skills and Knowl-
edge in'K-12 String Programs (Benham, Wagner, et al. 2011). This curriculum
may be used to model a school string curriculum to validate and defend current
curricula as meeting national standards established by both MENC and ASTA.

The school orchestra also enhances school choral programs. By combin-
ing strings, choral programs may perform some of the great choral literature
composed for chorus and orchestra, such as Handel’s Messigh and Vivaldi’s
Gloria. Without an orchestra, such masterpieces cannot be experienced as the
composer originally intended. A pit orchestra to accompany school drama pro-
ductions may be formed from a school orchestra. This allows Broadway musi-
cal productions, such as Fiddler on the Roof and South Pacific, to be performed
without the expense of hiring an orchestra of professionals or just using a key-
board for accompaniment,

£ Aaiclh(\)g Odrchlestra also may ra_ise the performance standard of the band
tion%:; 801'0 a:i::l eF’ ayers who_ play in the symphonic orchestra develop addi-
o P ek c;qi)‘rtesswe skills becausg there are fev'v'er players per part _than
R T Sl b; Sf:*r.':l‘rure. More. playing opportunities for the woodwinds,

S00n, are available as they are used throughout orchestral

Scanned with CamScanner



152 [ STRATEGIES FOR TEACHING STRINGS

literature. These experiences increase the wind students’ musicianship and can
be taken back to the band to raise its performance standard.

The School Orchestra Increases the Value of a School District

Not all school systems have orchestra programs. One that does shows the seri-
ous commitment to excellence in education. Schools with orchestra programs
have a unique opportunity to touch their communities through performance.
School orchestra performances in the community offer one way for the com-
munity to be reminded of the results of their support of their school system. The
orchestra program brings recognition to the school system before the public. In
addition, families often are attracted to particular communities because string
instruction is available in the schools.

Large orchestra programs can increase the cost-effectiveness of school dis-
tricts, according to the theory of reverse economics. Large music classes taught
by a small number of music teachers enable a school system to hire fewer class-
room teachers (Benham 1992).

School Orchestra Programs Benefit Students

School orchestra programs offer many personal benefits to students. More chil-
dren may experience the arts and discover their unique talents—talents that
may not be discovered if string instruction is not available, as not all children
are attracted to playing other instruments or singing.

Wind players from the band who also participate in the orchestra develop
additional solo and expressive performing skills. These same wind students
learn to play in keys such as A major that do not frequently appear in band
literature and have the opportunity to play firsthand some of the original mas-
terpieces by symphonic composers such as Beethoven and Brahms. Chora]
students may experience performing the great choral masterworks with orches-
tra as composers intended. The experience of a choral student performing the
Messiah with orchestra as Handel intended rather than with a keyboard is a
much different artistic experience.

Learning to play a string instrument helps develop a student’s personal
character and creative expression. String instruments are uniquely complex to
play. A sophisticated level of physical and aural skill is required. This degree
of effort and concentration required to play a string instrument successfully
fosters a child’s commitment to a task, as well as responsibility, perseverance
and self-discipline. Playing in an orchestra fosters the development of team:

work and social skills as the student learns to collaborate with fellow students
with different opinions, cultures, personalities, and styles. Performing als
allows children to experience the rewards and successes of their efforts whi }(:
contributes to the development of students’ self-concept and self-estee;m c

Playing a string instrument enhances a child’s quality of life. [n .y !
ingly technological society with the worth of the individual defiey .. o
income, playing a string instrument helps relieve stress and offers Y job and

and comfort. Some of our country’s greatest leaders, such ag Thomasl:]ee]?fxaﬁon
erson‘
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Benjamin Franklin, and Albert Einstein, not only made outstanding contribu-
tions but also played string instruments for personal fulfillment throughout
their lives.

The study of string instruments also may assist students in attending col-
lege. Many string scholarships are available as colleges and universities attempt
to staff their student orchestras. College scholarships to play in the university
orchestra are sometimes available to qualified students who are not majoring
in music.

Career opportunities are also available to those string students who pursue
degrees in music. String teaching positions both in the schools and privately are
frequently available in communities throughout the country. According to the
American Symphony Orchestra League, lifelong leisure is offered to string mu-
sicians by playing in one of approximately eighteen hundred adult orchestras

in the country.

STRATEGIES FOR DEFENDING THE SCHOOL
ORCHESTRA PROGRAM

Though there are many important reasons for establishing orchestra programs
in the schools, string teachers frequently must defend the continued existence
of their programs. Those questioning school orchestras cite factors such as poor
administrative support for strings, declining funding for schools, small size of
the student body or community, conflicts in scheduling, overly popular band or
choral programs, lack of student or community interest, or an increase in grad-
uation requirements. Many resources are available both through the National
Association for Music Education (formerly MENC) and the American String
Teachers Association (ASTA). Go to the websites of both organizations for ma-
terials and strategies to help build your advocacy campaign. The advocacy link
at the ASTA website (astaweb.com) includes resources specifically designed for
defending the place of string instruction in the schools.

The best strategies to defend school orchestras as important to the music
curriculum are built on a strong offense based on five pillars.

Pillar One: Inform and Educate Those in Power
about the Values of Orchestra Programs

Those in power to eliminate school orchestra programs include school boards
and administrators. If they do not understand the intrinsic value of orchestral
instruction to the music curriculum, they will use the wrong criteria when eval-
uating its importance during times of budget cutting. Those who make deci-
sions regarding programs often are professionals who have not participated
in orchestra programs. The job of the string teacher and those who support the
orchestra program is to inform and educate regarding the values of school or-
chestras. Effective strategies to do so include the following:

1. Provide fldministrators and the school board with a well-developed orches-
tral curriculum that includes the values of orchestra programs, goals and
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objectives of playing skills taught by grade level with related methods of
evaluation, suggested teaching strategies and materials, and a listing of
all orchestra activities, including concerts, trips, student handbooks, and

community outreach activities.
2. Perform at school board and administrator meetings.
Invite and inform school board members and administrators to all orches-

tra activities.
4. Invite school board members and administrators to visit the string classes
and rehearsals to see the orchestra teaching and learning activity in process.

5. Dedicate concerts to the board members and administrators. Ask them to
participate in some way, such as by speaking or performing.

6. Inform teachers and administrators of the results of classroom pullout
research. Studies suggest that first- and second-year string students score
significantly higher on standardized math and reading tests despite
being pulled out of their regular classroom for string instruction (Gil-

lespie 1992).

7. Develop support for the orchestra program by performing frequently
throughout the community. Perform in churches, at local civic service
groups (e.g., Lions Club and Kiwanis meetings), for the Chamber of
Commerce, at PTA meetings, and in shopping malls.

. Design a public relations campaign. Involve elected officials in concerts;
apply for civic proclamations that focus on the orchestra; use local cable
television, radio, and newspapers to advertise upcoming orchestra events;
and distribute free concert tickets and advertising posters to local busi-

nesses.
9. Study pr
for music,

ASTA.
local media coordinators to assist in getting the word

10. Appoint parents as
1 orchestra. Listen to suggestions from administrators,

out about the schoo
teaching colleagues, and parents for effective ways to get the orchestra pro-

gram before the community.

inted resources that suggest strategies for developing support
such as those published by MENC, music manufacturers, and

Pillar Two: Be a Good String Teacher

Being a good teacher develops support for the orchestra program among ad-
ministrators, students, and parents. Administrators highly value positive feed-
back about instruction. Understand the pedagogy for teaching string instru-
ments. Be able to demonstrate the playing fundamentals of string performance,
Relate well to students. Plan your teaching activities. Be an effective recruiter
Keep up-to-date with the string teaching profession by attending e
workshops and seminars. Participate in professional music teaching associag-
tions and read professional publications. Teach effectively so that the stud ents

play well and the concerts sound good.
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Pillar Three: Identify and Emulate Model Orchestra Programs

Ask professional colleagues to identif
e the best .
state. Ask the teachers of those prograr):'\ e En 55 e b

s how they developed thei
to be successful. Ask them for suggestions for how best topdevelzl}; I;g?ﬁ'ri:zns-

gram. Many better programs have common characteristics that may serve as
benchmarks: competent teachers, well-organized

: : . te curriculum, adequate teach-
ing time, effective recruiting process, adequate funding, .

of musical performance. Compare your program with th
strategies for developing yours into a model program.

In addition, compare your curriculum to that established by ASTA as a
benchmark curriculum for string teaching in the schools (ASTA Curriculum,
Benham, Wagner, et al. 2011). Use the ASTA curriculum to evaluate your cur-
rent curriculum and as a guide for further curriculum development. Show it to
those in power over expanding your program so that they may be informed and

make decisions of support based upon a curriculum that is recommended by
the national string teaching association.

and a high standard
e models. Determine

Pillar Four: Gather Data and Use It Effectively

Two guiding principles can help develop a strong offense to defend the orches-
tra program: (1) facts and figures often go further than emotional arguments
and (2) numbers speak louder than words. Those in power over orchestra pro-
grams value data when making decisions. Emotional arguments may be effec-
tive in the short run, but the impact of data lasts.

Be aware of research that supports the benefits of music study. The re-
sults of studies are reported frequently by professional associations such as the
Music Educators National Conference, websites such as supportmusic.com and
www.astaweb.com/advocacy, and in research journals such as the Journal of
Research in Music Education and the Journal of String Research. Also gather data
about your program that is important to administrators. Figures to determine
include the number of students in the orchestra program; the number of stu-
dents taught per hour by the orchestra teachers; the rate of string student re-
tention and dropout; the number of people in attendance at orchestra events;
the equity of teaching loads across the entire instrumental curriculum; and the
overall cost of the program, considering salaries, inventory, and materials, to
determine the cost per student hour of instruction. Knowing such figures helps
in planning strategies to defend the program when budget-cutting time comes.

Determine how best to use the data when promoting the values of the orchestra
program.

Pillar Five: Organize Support

Organize those in support of the orchestra program to lead the defense. Booster
organizations, individual parents, and supporters who are leaders In A
munity are great resources. Administrators listen to Parents’.MOblhze Ll
write and defend the program. With their leadership you will be free to f;’}cus
more on teaching students rather than defending the life of the program. our
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best defense is a large orchestra program with organized support. E?ck utp thﬁ
defense with quality teaching, and your orchestra program will be able to touc
the lives of students for years to come. See the Advocacy Rfesource Center at
www.astaweb.com/advocacy for additional ideas to organize resources and
use media effectively to defend the school orchestra program.

One very valuable resource to help communicate the.values of an orches-
tra program to parents, administrators, and the community at le'lrge is the Es-
sential Elements for Strings Orchestra Director’s Communication Kit (Hayes a}nd
Lautzenheiser, 2004). This text contains sample letters, in print and on disk,
that present the values of string playing to students, potential supporters, and
those in power over the school orchestra program. It is a valuable and user-

friendly communication resource with which to advocate and defend your
string program.

DEVELOPING COMMUNITY SUPPORT FOR
THE ORCHESTRA PROGRAM

School orchestra programs must be a vital, active part of the local community.
Voters and administrators who are not exposed to the school orchestra are more
likely not to fund it. Orchestra concerts and activities must be before the public
frequently, just as the marching band and show choir. If not, those in power—
voters, school boards, the public—will not understand the value of orchestra
programs.

Draw up a marketing plan so that every segment of the community will
be exposed regularly to the orchestra program. Based on the plan, make the
program visible throughout the school system and community. Intentionally
design events that include senior citizens—the segment of the population that
frequently votes down school funding.

The following is a sample list of places in the community for performances:
* Local service organizations (e.g., Rotary Club, Lions Club, Elks Club)

* Churches

* Chamber of commerce meetings

* City council meetings

* School board meetings

* PTA meetings

* Shopping malls, with handouts about

* Special theme concerts
triotic, pops)

* Community parks and neighborhoods

* Lunchtime concerts at loca] busin

* Nursing homes,

* Hospitals

the orchestra program
performed in the community (e.g., Halloween pa-

atlo esses and government buildings
Senior citizen centers, rest homes
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Organize a public relations campaign so that the community leaders and
the general public are regularly informed of the activities of the school orches-
tra. Some ideas are the following:

« Invite the poiitical leaders of the community to orchestra concerts. Dedi-
cate performances to them. Ask them to emcee.

« Request civic proclamations to publicize the orchestra program (e.g.,
School Orchestra Day).

« Broadcast performances and special orchestra events on local cable tele-
vision, the Internet, and local radio.

« Distribute free tickets for concerts to community businesses and commu-
nity leaders. Ask them to display posters advertising upcoming orchestra
events.

« Send special invitations to senior citizens for orchestra events. Organize
transportation for seniors to orchestra concerts.

« Ask local real estate, bank, or fast-food restaurants to advertise orchestra
events.

« Provide a constant stream of information about the orchestra program
to local newspapers, including descriptions of upcoming events with
pictures.

« Appoint a parent to become the public relations coordinator to organize
publicity for the orchestra program.

School boards and administrators make the final decision regarding fund-
ing for programs. Keep them regularly informed of orchestra events. Organize
parents to communicate to them the values of the school system offering an
orchestra program. Be an excellent teacher who brings recognition to the school
system and its supporters.

Organize parent booster support for the orchestra program. Lead and co-
ordinate the parents’ efforts. Request that they suggest ideas for developing
community awareness and support for the orchestra program. Ask principals,
colleagues, and local salespeople for suggestions. Allow parents to organize
and carry out orchestra activities to build support for the orchestra program.

Orchestra directors need to show the community and administrators how
an orchestra program benefits students, the school system, and the community.
The orchestra program should be a vital part of the community and a source

of pride. Then orchestras in the schools will flourish to everyone’s advantage.

THE SCHOOL ORCHESTRA CURRICULUM

:t}:lzse;l:: C;Lcllifhestrl? curriculum specifies the sequential learning outcomes of
T Ccn:eoic estra program. These outcomes include the fundamental
derstandin vaos necessary for playing string instruments with musical un-
evaluah gl Pm‘Cleﬂ Prmte‘:'i resources are most used for creating and

ating local school district string curriculum, one established by MENC
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in 1991 and a more recent one published by the American String Teachers As-

ciation (ASTA) in 2011. ' .
4 The l\f(IENC string curriculum publication, Teaching Stringed Instruments: A

Course of Study, available through MENC (Witt, Angeleg, etal. 1991), providgs a
broad overview of the goals and objectives of tone quality, rhythm anq bowing
skills, and finger patterns and scales described in six different sequential levels

of achievement. See the following table from the publication:

Finger Patterns

Tone Quality Rhythm and Bowing and Scales
I Demonstrates: Demonstrates: Plays scales:
correct bow hair tension détaché (legato) violin—G, D, A
bow adequately rosined two-note slur and tie viola/cello—C, G, D
ability to draw straight bow lifts (") bass—G, D
bow right-hand pizzicato Plays finger patterns:
proper contact point rhythms using these violin/viola—0123 4
between bridge and note values: 01234
fingerboard J , J ; k| - J] cello—0134
even bow speed and corresponding 0124
rests bass—014
Imitates bowing 012
exercises second and
third positions
I Plays forte and piano Demonstrates: Plays G, D, C scales
dynamic levels with staccato Plays finger patterns:
good tone three- and four-note violin/viola—01 2 34
Experiments with slurs cello—01 234
preliminary vibrato left-hand pizzicato (+) (forward
motions hooked bow extension)
Demonstrates proper tone rhythms using these 01234
production on all four patterns: (backward
J J’. ﬁ__—fa extension)

strings

and corresponding

rests
double open strings

bass—1/2 position
Plays octave harmonics
on each string

Il Demonstrates basic vibrato
motion
Performs crescendo,
diminuendo, and
other dynamic markings
Broadens dynamic range to
include pp to ff

Demonstrates:
detached slurs
spiccato (near frog)
accent/martelé
rhythms using

e,

L
3 3

and corresponding
rests
§ meter and rhythms

Plays scales:
violin/viola/cello—
two two-octave
scales
bass—one two-
octave scale
Plays finger patterns:
violin/viola—
01234 012 34
cello—reinforce
extensions
bass—reinforce third
position
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Rhythm and Bowing

Finger Patterns
and Scales

Plays one one-octave
minor scale

Plays familiar basic
melodies in higher
positions

IV Demonstrates increased

use of vibrato

Refines tone production
with greater control
of bow speed and
distribution

Demonstrates the relation-
ships between bow
weight, bow speed, and
bow placement and their
individual effects on tone

Demonstrates:
rapid string crossings
with separate bows
tremolo
trills
double stops
spiccato (at middle)
Understands applications
of basic bow strokes to
various musical styles

Plays scales:
one-octave
chromatic
violin/viola—one
three-octave major
three two-octave
major
cello/bass—two two-
octave major
Plays in positions:
violin/viola—third,
fifth
cello—second, third,

fourth
bass—fourth, fifth

V  Varies vibrato speed and

width

Maintains given dynamic
levels with varied bow
speeds

Changes tone quality and
dynamic levels by
varying bow speed,
weight, and placement

Demonstrates:
rapid string crossings
with slurs
sul tasto
ponticello
triple stops (chords)
Selects appropriate
bowings

Plays scales:
three two-octave
minor
violin/viola—three -
three-octave major
cello—four two-
octave major
bass—three two-
octave major
Plays in positions:
violin/viola—second,
fourth
cello/bass—thumb

VI Demonstrates refined bow
control and vibrato,
resulting in a high
degree of musicality

Demonstrates:
sautillé
ricochet

Plays appropriate
bowing styles for
different periods

Plays scales—all major
and minor, four
sharps to four flats
Plays in positions:
violin/viola—sixth,
seventh, and
higher

cello/bass—fifth and
higher

Selects appropriate
fingerings

From Teaching Stringed Inst : i
tional Conference, I.?sed v:itr}t:lsee:rﬁis?iocrimse R e
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The ASTA Curric
skills and Knowledge nhensive <iring teaching curriculum guide. In 266 pages it
very detailed, coml;’q{ﬁs and knowledge, (2) content areas, (3) end-of-program
describes the: (1) s'f'c learning tasks, and (5) learning sequences and related as-
standards, (4 spECI ; orchestra programs. Content areas include topics such as
sessment‘s i Sii Olft-hand skills, left-hand skills, aural and ear training, rhyth-
quy ]f Ebngzjﬁvg skills, music literacy, ensemble skills, expressive fundamen-
:?;sc sl,li;tcs);ica[ and cultural information, and evaluation. F01.1r levels of learning
t;sl;s are used to guide the instruction ar.tc! assessment of S‘leS: baselinfa, devel-
oping, proficient, and advanced. In add.ltlon, a resour'ce' list of the major print
and media materials for string teaching in the schools is included.

We recommend that both pre-service and certified string teachers in the
schools study the ASTA Curriculum to (1) educate themselves about what the
professional, national string teaching association (ASTA) considers the bench-
mark for school string curriculum, (2) evaluate current string programs in the
schools, (3) give to those in power over local string programs so that they may
be informed regarding content and assessment of model programs and to com-
pare their local program, and (4) guide the further development of local string
programs. The ASTA Curriculum is available for purchase from ASTA via postal

mail and astaweb.com.

ENHANCING THE ORCHESTRA CURRICULUM

Many valuable activities can enhance the basic orchestra curriculum. These
opportunities broaden and deepen students’ musical experiences and under-
standing, expand the orchestra curriculum, and enrich the community. The
national content standards created in 1994 by the Music Educators National
Conference also shape the activities of the school orchestra curriculum. The
standards specify that school music programs, including strings, provide stu-
dents the opportunities to sing, perform, improvise, compose, arrange, read
and notate music, listen, describe, and evaluate music performances as well as
relate music to history and the other arts. String teachers must strive to include
these experiences for students in their classes. In Appendix B there are recom-
menfied rehearsal strategies for teaching the standards in the school orchestra
curriculum. Included among these expanded curricular offerings are cham-
ber music; special interest performing groups such as strolling strings, fiddle
groups, and mariachi bands; and involving guitar or harp in the string class.

Chamber Music

Incorporating chamber music in the school orchestra program is extremely
valu.able, Playing in a chamber group helps develop students’ listening skills;
mus‘m‘al expression and independence; rehearsal skills; sight-reading skills;
Sensitivity to balance, blend, and intonation; ability to make musicial expressive
decmm}s; and musical leadership. Studying chamber music exposes students
to music composed by master composers. A wealth of string chamber music
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literature has been composed by Beethoven, Mozart, Haydn, and other promi-
nent composers.

Chamber music in the school orchestra program may be practically incorpo-
rated in many ways. One approach is to have chamber music study be the focus
of one part of the school year’s schedule. Another approach is to devote one day
per week of orchestra class throughout the year to chamber music rehearsals so
that everyone in the orchestra has an opportunity to play in a chamber group.
Rehearsals before or after school may also be held. Featuring student chamber
groups on a chamber music concert or including chamber performances on
orchestra concerts helps reward students for their chamber music study.

Student chamber music performances can also bring recognition to the
school orchestra program when they are given throughout the community.
Venues for performances can include local shopping malls, senior citizen cen-
ters, day care centers, libraries, and churches. Performances can be given for
school boards, school administrators, and state legislatures and at conventions,
music educator association-sponsored solo and ensemble festivals, weddings,
and civic association meetings.

Scheduling coaches to guide each chamber group in rehearsals is neces-
sary. In addition to the orchestra director, older, more experienced players may
coach younger chamber groups. Local private teachers or performers may serve
as coaches. Also, other school music teachers such as band directors, general
music teachers, or choir directors can coach.

Resources for organizing, coaching, and selecting literature for chamber
music groups is available through organizations such as Chamber Music Amer-
ica and ASTA. Texts such as Establishing School Programs in Chamber Music (Doan
1994), published by Chamber Music America, and String Syllabus, vol. 1 (Littrell
2009), published by ASTA, are valuable resources. Articles about chamber music
appear frequently in the American String Teacher journal published by ASTA.

Strolling Strings

Strolling strings involves groups of students performing light classical and pop-
ular music while walking among an audience. The experience gives students
the opportunity to study music that complements their standard orchestral rep-
ertoire. Playing in a strolling group helps motivate students to practice because
of the increased number of performances and helps develop their sight-reading,
memorization, and aural discrimination skills. Strolling also helps develop stu-
dents’ poise and self-confidence.
Strolling groups may serve as public relations tools for both the orches-
tra program and a school system. Strolling groups typically perform for local
Civic associations, school administrator meetings, parties, and businesses in the

community. Performances by young students entertaining with popular music

while strolling have wide audience appeal.

Smrf):e F}f the b?St resources for information about strolling strings is Getting

o ed with Strolling Strings (Gillespie, Gilbert, and Jones 1995), published by the
; usic Educators National Conference. It gives practical information on how to
orma group and p

repare a concert in addition to performance tips and repertoire.
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ontinue t0 develop in schools across the country. One

embles € ents in String education is the addition of mariachi

devzlfgrcheStra program. Because mariachi groups include

ot another way t0 expand the l'rac%lhonal school orchestra cur-

it bles typically consist of guitars, trumpets, violins, per-

ricula. Mariachi enseg‘muela (a type of guitar), and the six-stringed guitarrén.

i ' usic involve both singing and playing. Melodies

iolins or trumpets while the other instruments

are either Swﬁ ?i-fihj literature consists of Mexican folk songs such as “Las Ma-

a‘f;ﬁf;fﬁaﬁ:s w u] 5 Valentia,” “La Negra,” “Guadalahara,” “Las Altenitas,”
n .

and'l:;n: gﬂfﬁfm and professional music education associations are in-

resources for teachers. MENC: The National Asso-

volved in creating mariachi Honz '
ciation for Music Education now produces monthly an MENC Mariachi on-line

newsletter to support mariachi educators in the schools. Publishers are begin-
ning to offer mariachi music especially composed to give string students and
their teachers the opportunity to perform, such as Mariachi Philharmonic from
Alfred Publishing Co.

Two articles published in the American String Teacher are excellent resources
about starting mariachi groups in the schools: “The Estudiantian of East Los
Angeles” (Ensley 1991a) and “Engaging Interest in Strings through Mariachi”
(Fogelquist 2001).

Hispanic culture is rapidly spreading across America. Establishing maria-
chi ensembles in the schools is one way to honor Latin American and Hispanic
students, expose others to the music of different cultures, and enhance the or-
chestra curriculum.

.« to the scho

Performances

Fiddle Groups

Eﬁﬁihm;: such as “Cripple Creek” and “Bile ‘em Cabbage Down” are part of
. e er1§an follf tune culture. Organizing students to form a group that
ence wit}ﬁj;};ﬁr orms fiddle tunes gives orchestra students an additional experi-
The sige f; school orchestra curriculum.

two to the en(:ira fiddle group can vary greatly. Membership can range from
and doyble par Crestra sizing section. In addition to violins, violas, cellos,
autoharps, ang kisjbmtmn{entation may include guitars, mandolins, banjos,
bass line, ang YOI‘:;Id- Fiddle groups need instruments to play the tune, a
rangﬁmef\t:e:g:zces.f‘dude fiddle tunes. Printed tune books and orchestral ar-
feature promﬁlen‘t,?: able from most of the major string publishers. Videos that

luegrass, Celtic, and old-time and folk music are accessible.

WEbSiteS and £
about th d ﬁd-dle joumals can be used to find fiddle literature and to learn

€ groups :
1o S"-P‘élra’cgt;-r orgasnmj ay perform on a traditional school orchestra concert and
ation performing throughout the community, much like
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gram, enrich students’ experiences of playing strin
develop administrative and community support for the program.

Additional Alternative Music Styles

A current buzzword term in the string profession is “alternative style.” It was
first coined in the mid-1990s by the American String Teachers Association
(ASTA) to refer to any non-classical Western art music involving string instru-
ments. ASTA became the forerunner in promoting string playing in styles of
music other than classical solo and orchestral. These styles today commonly in-
clude rock, pop, dance, and jazz. They can all be used to enhance the traditional
school orchestra program.

Developments in technology have allowed all kinds of electrified string
instruments and accessories. This has fostered the addition of string instru-
ments to rock-and-roll bands, Jazz groups, country, and dance and folk en-
sembles. The cost of electrified string instruments has dropped to the extent
that now many orchestra programs purchase them to augment styles of music
in the traditional string curriculum. Leaders in this field for enhancing the
school orchestra program with alternative styles include: Darol Anger, Matt
Glaser, Randy Sabien, Julie Lyonn Liebermann, Martin Norgaard, Christian
Howes, Bob Phillips, and Mark Wood. Explore their websites and others to
get their help. Attend the annual national ASTA conference and the alterna-
tive styles music, performances, and educational sessions. Print materials also
have been created within the last few years to make this type of music avail-
able to school orchestra programs and those teachers not experienced with
it. See the resource list at the end of the chapter to get rockin’ in your school
orchestra program.
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