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FROM THE PRESIDENCY

A Call to Action

I look forward enthusiastically to
the next four years as President of our
American Viola Society. It is both an
extraordinary honor and a responsibil-
ity to serve an organization that is so
special and unique to our profession
and to our instrument.

Our AVS is a healthy organiza-
tion in all respects. We have grown
and prospered with dedicated, talent-
ed, and accomplished leadership from
past presidents including the positive

Thomas Tatton, AVS President and skillful guidance of our immedi-
ate past president, Alan de Veritch.

I bring to this post my own vision for the future that I outlined during the recent
AVS board meeting in Provo, Utah. Some of these goals are

* to double our membership by 1998

* to raise the attendance at our congresses to 600

* to double our Primrose Memorial Scholarship Fund by 1998
* to have twenty healthy and functioning chapters by 1998

* to activate the committee structure.

We have eighteen creative and intelligent officers.and board members, each dedi-
cated to accomplish these worthwhile and necessary goals. But I urge you to contribute,
in your own special way, to the success of our organization by seeking new members
(give a gift membership to a colleague or to a particularly successful student); by start-
ing a local chapter; by writing a tax-deductible check (to the AVS Endowment, the
Primrose International Viola Archive, or the Primrose Memorial Scholarship Fund);
by volunteering to work on a committee; and/or by sending an officer your ideas and
suggestions.

I wish for you a healthy and successful year. Write me if you have some ideas or a
question—T’ll see you next June in Bloomington.
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We are pleased to announce the
INDIANA appointment of
UNIVERSITY fomer pncipa vioiris,

Los Angeles Philharmonic;

SChOOl Of MUSIC active recording artist for

VIOLA FACULTY:

ATAR ARAD, former member, Cleveland Quartet;
former principal violinist, Frankfurt Symphony Orches-
tra; first prize, Geneva International Competition, 1972;
former faculty member, Royal Northern School of Music
and Rice University

MIMI ZWEIG, director of IU Young Violinists Program
and Summer String Academy; former member, American
and Indianapolis Symphony orchestras; founder of
children’s string programs, North Carolina School of the
Arts, Wisconsin Conservatory of Music, and University of
Wisconsin—Milwaukee

major motion pictures and
television; former student of
William Primrose; former
faculty member, University
of Southern California and
California Institute of the
Arts

to the Viola Faculty

Financial aid in the form of need-based and merit-based
assistance is available to undergraduate and graduate students

Audition dates:
QOctober 28-29, December 2-3, 1994;
January 28 -29, February 24-25, March 24 -25, 1995.

For information, contact:

Office of Music Admissions
Indiana University School of Music
Bloomington, IN 47405

(812) 855-7998
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| ANNOUNCEMENTS

Election Results:
New AVS Officers and Board Members

10 serve for four years until 1998:

OFFICERS
Thomas Tatton, President
Pamela Goldsmith, Vice-President
Donna Lively Clark, Secretary

Mary I. Arlin, Treasurer
Alan de Veritch, Past President

BOARD
Atar Arad
Jobn Graham
Patricia McCarty
Paul Neubauer
Karen Ritscher
William Schoen

Board members to serve for two years until 1996:

Jerzy Kosmala and Pamela Ryan (through executive appointment in place of
Mary I. Arlin and John Kella)

Continuing:
Jeffrey Irvine
Donald Mclnnes
Dwight Pounds
Peter Slowik

CONGRATULATIONS ARE EXTENDED TO OUR NEW AVS OFFICERS AND BOARD
MEMBERS. APPRECIATION FOR THE LEADERSHIP AND DEDICATION GIVEN TO OUR
SOCIETY IS EXPRESSED TO PAST OFFICERS AND BOARD MEMBERS:

Alan de Veritch, President
Thomas Tatton, Vice-President
Pamela Goldsmith, Secretary
Ann Woodward, Treasurer
David Dalton, Past President

and William Magers, Kathryn Plummer, William Preucil, Michael Tree, Robert Vernon,
and Emanuel Vard;.



XXIII International Viola Congress

University of Indiana
Bloomington, Indiana

Mid-June, 1995

Atar Arad ¢ Alan de Veritch, Co-Host Chairs

For information, write professors de Veritcmh and Arad at the School of Music,
University of Indiana, Bloomington, Indiana 47405. Further details are forthcoming in

the next issue of JAVS.

BE A CONTRIBUTOR OR
BENEFACTOR OF THE AVS.

Your contributions are tax-deductible and
would be greatly appreciated.

(SEE MEMBERSHIP ENROLLMENT FORM IN THIS ISSUE.)

Ir YOU LOVE THE VIOLA AND FEEL WARMLY
TOWARD THE SOCIETY OF VIOLISTS, WHO WOULD YOU NAME
AS A BENEFICIARY OF YOUR ESTATE?

The AVS Endowment? or
The Primrose International Viola Archive? or

The Primrose Memorial Scholarship Fund?
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SOLICITATION OF ARTICLES

JAVS is a peer-reviewed publication. For scholars, teachers, college
students and others who have unpublished articles, papers,
documents, and dissertations, JAVS and the
Viola Yearbook offer the possibility for publication. Submit any of your
writing on the broad subject of “viola” to the editor:

Dr. David Dalton
BYU Music—HFAC
Provo, UT 84602

2 5

NEW POLICY REGARDING JAVS

1. JAVS mailing will commence at the beginning of enrollment.

2. Persons who apply for new membership the last trimester will be granted mem-
bership for that trimester and for the next calendar year.

3. Members who are now in the second trimester will be charged $20 for regular
membership and $10 for student membership for 1995 only.

4. The trimester system of dues will be replaced with annual dues, which will be due
and payable January 1 (late by March 1) or on application for new membership.

Special 1993 issue from the
Friends of the Brigham Young University Library

on the

PRIMROSE INTERNATIONAL VIOLA ARCHIVE (PIVA)

Copies still available from:

Friends of the BYU Library
HBLL—BYU
Provo, UT 84602
Tel: (801) 378-4301
Fax: (801) 378-6347
$8.00 each prepaid; $10.00 each by invoice; checks to “Friends of BYU Library”




Is AN ORCHESTRAL CAREER YOUR GOAL?

by William Schoen

Every year, many gifted and hopeful
young musicians compete for positions in our
symphony orchestras. Unfortunately, as many
as one hundred candidates may audition for
just one opening in a string section.

Only a small number of these young
musicians are chosen for final auditions. The
best of this group stand out for their excel-
lence. My years of experience at Chicago
Symphony Orchestra (CSO) auditions have
taught me the abilities and qualities necessary
for a successful candidate.

These finalists not only play their con-
certi in an outstanding manner, but their
orchestral excerpts are also very polished and
at the same level of excellence.

The first decision is the choice of the
concerto. The Barték is the most popular
choice. The Schwanendreber is played less fre-
quently, as is the Walton. I have also used the
Tibor Serly, but this is now out of print.
Excellent second choices are the “Arpeggione”
and movements from the Bach Cello Suites.

In judging the suitability of other
works, one should consider whether the work
starts off impressively, since candidates sel-
dom have the time to play more than three
pages. The concerto should show the virtuo-
sity, musicianship, flair, and expressiveness of
the player. Candidates must feel that the work
has musical substance and that they can play
it in a convincing manner.

Orchestra managements now send lists
to the applicants of works from the standard
literature to be prepared. These should be
performed at the highest level possible. At
CSO auditions, the orchestra parts are con-
sidered as important as, if not more impor-
tant than, the concerto. At the preliminary
audition, which is held behind a screen,
‘the audition committee evaluates the experi-
ence of the candidate and determines whether
he or she has a strong sense of rhythm, secure
intonation, and fine tone quality. Although
individual personality is desirable, a candidate
whose playing is exaggerated and overly
rhapsodic would not be considered likely to
blend well in a section. The violist’s sense of

style in the various compositions should be
appropriate for the composers and the periods
of time in which the works were written. The
tempi must be within the range generally per-
formed by orchestras in concert and on
recordings.

If the player has not had several years of
experience and is somewhat unfamiliar with
many of the standard works, I recommend
that he or she seek instruction from a highly
qualified orchestra violist. If the works
required for the audition involve complete
movements, which is unlikely, the whole
movement must be prepared. Typical excerpts
range in length from a line or two to a page of
music.

Importance of Rhythm

Rhythm must not be erratic, and rests
should be scrupulously observed; the rests are
as important as the notes. There should be no
rushing or dragging. Notes should be held for
their full value. Rhythm is the prime requisite
for the first-class orchestra player.

Bow strokes must be appropriate for the
style of the work. Tone quality will be judged
not only for its beauty but also for how it will
blend in a section. Is the sound harsh in for-
tissimo? Does it have core and body in piano?
Does the player play mezzoforte throughout
the excerpt, with little regard for dynamics? Is
the vibrato alive in soft playing? How secure
is the intonation? Does the violist show artis-
tic maturity?

The applicant must be flexible, for he or
she may be asked to play a phrase in a higher
position, or somewhat faster or slower. More
attention to dynamics may be pointed out. A
candidate should be able to produce a reso-
nant, warm, or thick sound, but should also
be able to play a phrase with a leaner or more
transparent sound as required.

It is important to display a fine sus-
tained legato. Also, a well-trained bow arm
should produce an excellent détaché and vari-
ous spiccati and staccati. Avoid technical
problems such as uncoordinated passages,
poor string crossings, and uneven finger or




bow work. Playing too much of the time in
first position should be avoided, because this
causes too many string crossings, and, in
melodic passages, poor matching of string tim-
bres can be detected. Using too much bow can
result in a surface or “glassy” tone production.
On the other hand, too little bow in détaché
will result in lack of vitality.

Tape yourself at home and be very critical
of every aspect of your playing. Study record-
ings of major conductors to learn the tempi
and style of the works you are preparing. If you
have time, listen to several versions of the same
piece. Check the scores to see the relationship
of the viola parts to the whole and notice
which viola parts are prominent.

If you send tapes before the preliminary
audition, use a good microphone and recorder
that plays at the proper pitch.

Your resumé should include your educa-
tion degrees, important teachers, all orchestra
experience, solo awards and concerts, and
chamber music experience.

Some Particulars

For the symphonies of Haydn and of
Mozart, elegance of style, perfect rhythm, and
fine legato, spiccati, and détaché are required.

For Beethoven, show your awareness of
his contrasts of dynamics. Project his drama
and intensity. The slow movement of the Fifth
Symphony is often required at auditions. The
sostuenuto of the theme, the string crossings of
the variations of the theme, and the many dif-
ferent bowings must be very rhythmic and
musical.

The Scherzo of the Eroica also requires
precise rthythm at a fast tempo, very soft, and a
controlled spiccato very close to the string.
Avoid false accents, for they are unmusical and
show immaturity.

If the last movement of Schubert’s Fourth
Symphony (“Tragic”) is on the list, prepare
carefully the two spiccati passages. They
must be played evenly, with ease and perfect
coordination.

In Wagner’s Tannhiuser Overture, the
forte triplets must have a spiccato that is clear
but not rough. Prepare all from the second
page at least to a half page after letter “K.”

In Tchaikovsky’s Sixth Symphony, learn
the first page, the top of the second, and the

Scherzo. In Strauss’s Don Juan, usually just the
first page and the first few lines of the second
page are required.

In Heldenleben, the Miissig langsam at
number 85, page 13, and the passage from
number 94 through number 97 are often
required. Also learn the very high passage on
the A string.

In the Shostakovich Fifth Symphony, the
high exposed melody at number 15 is often
required.

Look at Brahms’s Haydn Variations,
Strauss’s Don Quixote, Zarathustra, and
Til Eulenspiegel. Learn Mendelssohn’s Scotch
and /ltalian symphonies and, of course, the
Scherzo from Midsummer Nights Dream. The
latter is often required at auditions. Practice
with your metronome.

Good sight readers master parts quickly.
Sharpen your eyes and mind with daily sight
reading, because some reading may be included
in the audition. Remember that you must keep
playing despite mistakes. Dynamics and style
are important, but also get as many notes as
you can.

If you are auditioning for the first desk,
you may have to play a concerto’s first move-
ment, including a possible cadenza. You should
know the solos of Don Quixote, Ravel’s Mother
Goose Suite, Liszt’s Faust Symphony, the section
solos from Bruckner, and any principal solos
from Mahler’s symphonies. Know the musical
terms in Italian, German, and French.

Final auditions are always performed
without a screen. Present yourself well, dress
neatly, act confidently, don’t be apologetic, and
leave your jokes at home. Try to get a feeling
for the hall’s acoustics, so that when you play
softly your sound will still project. Arrive a day
early if you come from another city and get
some rest. Get to the hall early and warm up
sufficiently; if someone before you cancels, you
may be called earlier than you expect.

After you have prepared well, you may be
apprehensive or concerned about the stress of
the audition. This is only natural. It would
make good sense to have several friends or
colleagues give you a mock audition—I have
done this with many students before their
auditions.

When you are alone in your practice
room, pretend you are playing an audition



completely, with walking on and answering
questions about your background and about
your instrument’s age and maker.

Imagine as vividly as you can a successful
experience. Each time a thought of failure
comes into your mind, substitute a winning
thought. Psyche yourself up just as an athlete
would before an important event. Then, when
the actual audition comes up, you will be bet-
ter prepared. Applicants learn from audition
experiences and they acquire more confidence.

Be optimistic. If you are not chosen, keep
trying out—other opportunities will come. If
you are fortunate enough to be chosen, I hope

that you will consider your new position not
just a job or a profession but an opportunity
for growth and a way of life. Good luck.

William Schoen, new board member of the AVS,
was for twenty-four years assistant principal of the
Chicago Symphony Orchestra and performs now
as the assistant principal emeritus. Formerly, he
was principal of the CBS and Philadelphia
orchestras and was violist in the Guilet, Berkshire,
Claremont, and Chicago Arts quartets. He has
degrees from the Eastman School of Music and

Roosevelt University.

AT
BUTLER

Butler offers professional music and
music education degrees supported by a
major scholarship program and strong
liberal arts education

Butler String Faculty:
Davis Brooks, violin
Lisa Brooks, violin
Stanlev DeRusha,
Director of Orchestral Activities
Donna Lively Clark, viola
Robert Goodlett I, string bass
William Grubb, cello
Laurence Shapiro, violin

% BUTLER
& UNIVERSITY

Donna Lively Clark
Professor of Viola

Jordan College of Fine Arts
Indianapolis, Indiana

For more information, call
800/368-6852, ext. 9656

Please Patronize our JAVS advertisers who
help make this publication possible.

N4

e

New works should be submitted to the editor by

composers and publishers for possible reviews in JAVS
and deposit in PIVA




FINE ARTS BUILDING ® 410 SOUTH MICHIGAN AVENUE, SUITE 1014 * CHICAGO IL 60605
PHONE (312) 663-0150 * FAX (312) 663-0873

The outstanding example pictured above
is an exquisite new viola currently in the Bein &
Fushi collection. Michael Danrton is one of a
select few highly talented makers whose work
meets our exacting standards and which Bein &
Fushi has chosen to offer our customers. Bein &
Fushi also offers a premium selection of fine
antique violas and viola bows in a full range of
sizes. Call or write us with details about your
ideal instrument or bow and we will contact you
when a suitable viola or bow becomes available.

Bein & Fushi is dedicated to serving our
customers, not only by providing a selection of
superb instruments and bows, both old and new,
but also by helping educate musicians through our

An outstanding viola by
Michael Darnton, Chicago, 1992
Available exclusively through Bein & Fushi

annual event series. These include our acclaimed
viola exhibition and our Master Class Series
which has featured such pedagogues as Aaron
Rosand, Eric Shumsky, Donald Mclnnes and Ko
Iwasaki. Bein & Fushi fully serves our clientele
with many services including strings &
accessories at wholesale prices, fine cases,
excellent repairs, and respected expert appraisals.
Call or write us for information or an accessory
catalogue.

Bein & Fushi is also pleased to be the
exclusive US distributor of Charles Beare’s
landmark new book, _Antonio Stradivari: The
Cremona Exhibition of 1987. US $395.00 plus
postage. Place your order today!




THE SOLO VIOLIST AND
THE SIXTH CELLO SUITE OF J.S. BACH

by Martha Warrington

Many questions have arisen over the
years about the instrument for which
J.S. Bach wrote his Sixth Suite for Violoncello
and about the suite’s suitability for the serious
violist. The controversy is due in part to inac-
curacies in the material that accompanies the
various editions of these suites. A careful con-
sideration of the origin and performance pos-
sibilities of the largely ignored sixth suite
shows it to be an important addition to any
violist’s repertoire.

Most scholars agree that Bach wrote the
Six Suites for Violoncello in 1720, during
the time he lived in Céthen. There he was
employed by Prince Leopold as Kappelmeister
and director of chamber music from 1717
until 1723. The prince himself was an accom-
plished musician and employed an excellent
orchestra. This, along with the fact that while
at Cothen Bach was not directly involved in
producing music for the church,! explains the
wealth of secular instrumental works and
chamber music compositions he produced
during this time.2

In Céthen, Bach experimented with a
variety of musical forms. His compositions
from that period include the Six Sonatas and
Partitas for Solo Violin, the French Suites,
and the Brandenburg Concertos—all pieces
of the first of their kind in Germany.3 Just as
musical form was changing and expanding, so
were individual instruments evolving—both
in physical design and in the roles they played
in musical performances. The violoncello,
which had been used primarily to support the
continuo during the seventeenth century, was
just becoming free of this exclusive role when
Bach wrote the Six Suites for Violoncello.4 In
The Bach Reader, Hans T. David and Arthur
Mendel assert that the six unaccompanied
sonatas and partitas for violin and the six
suites for violoncello, with their complex
structures based on historical forms, not
only show that the technique of polyphonic
playing on a stringed instrument had been
fully developed, but that Bach took it to new

heights.5 Indeed, it has been claimed that
these suites are “the monument of the un-
accompanied violoncello literature.”s

Unfortunately, the original score of the
six suites has not survived. Five early copies
exist, the two most reliable being one made
by Bach’s student Johann Peter Kellner in
1726 and one made several years later by
Bach’s wife, Anna Magdelena.” While there is
no question about the suites’ authorship,
scholars disagree on a number of aspects of
the suites; in particular, about the instrument
for which the sixth suite was written. The
suite was written for a five-stringed instru-
ment, tuned as a cello with an E string added
above the A. Early sources claim that this
instrument was the “viola pomposa” and credit
Bach with its invention. This erroneous idea
was advanced by early Bach historians,
including Spitta and Schweitzer. Many mod-
ern editions of these suites perpetuate this
idea, using these inaccurate sources as refer-
ences. However, contemporary historians
agree that this suite was probably written for
either a five-stringed cello or a violoncello pic-
colo, a smaller five-stringed instrument held
either on the arm somewhat like an oversized
viola or between the knees like a viola da
gamba.8

Casals’s Contribution

The six suites for violoncello were not
published until 1825. Before that time, and
throughout the nineteenth century, they were
considered to have great pedagogical merit
but limited performance value. Only after a
recital in 1909 when Pablo Casals played the
first suite did these pieces become standard in
the solo cello repertoire.? Violists soon fol-
lowed suit, always searching for new music to
play due to their more limited repertoire.

Because the sixth suite was written for
a five-stringed instrument, transpositions to
the four-stringed viola, generally written
an octave higher than the original, present
a number of challenges. Many chords are

11
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impractical and fingerings are awkward; to
avoid abrupt and awkward changes in register,
the bulk of the suite must be played in the
upper range of the viola. The result often
sounds forced, and in general uncharacteris-
tic of the viola. Because of these problems,
William Primrose did not include the sixth
suite in his viola edition of the suites. At the
1979 Bach Symposium in Utah, he flatly stated
that the sixth suite was not suitable for the
viola.10 He lamented that it was “a pity, as
the work is one of the noblest of Bach’s
creations, and of a scope and inventive genius
that is awesome.”!! Indeed, violists have gener-
ally been interested in playing only the first five
suites and have avoided the sixth. Fortunately
for violists, there is another solution.

If the sixth suite is transposed from its
original key of D major up a fourth to G major
instead of up an octave as in traditional viola
versions, most of the technical problems disap-
pear. Played in this manner, all six movements
fall well within the normal range of the viola,
showing its rich and mellow tone to good
advantage. Fingerings are not problematic, and
most chords can be played as found in the orig-
inal. Even Primrose praised the transposition:
he proclaimed the result to be “most satisfac-
tory to all except those who are afflicted as I am
with absolute pitch. . . . [The] solution is
valid.”2 For those who avoid playing transcrip-
tions, remember that this work must be tran-
scribed for any modern instrument. I recom-
mend seriously considering the addition of this
transcription to the violist’s repertoire.

Different Editions

While most editions for viola present the
sixth suite in its original key, and a few editions
(such as the Primrose) delete the suite entirely,
there are at least two good viola editions with
the sixth suite in G major, by editors Bruno
Guiranna and Watson Forbes. Baroque special-
ists would consider both these editions over-
marked, with editorial additions that contra-
dict baroque practices. The Forbes edition has
fewer markings and is less fussy and more
scholarly in its approach.13 For violists inter-
ested in deciding editorial issues on their own,
the Wiener edition is of interest: while the sixth
suite is presented in its original key, reproduc-
tions of the original Anna Magdelena and
Kellner copies are also included. Violists can

compare the copies and decide for themselves
how to handle articulation issues.

Because of the difficulties of interpreting
inconsistencies in the source documents, a
knowledge of historical performance practices
and most notably of the various dance forms
of the day is helpful when performing these
suites. For example, the original sources are
inconsistent in the placement of slurs.!4 In lieu
of conclusive markings in the original sources,
a knowledge of the dance forms helps perform-
ers decide where to place emphasis by slurring,
Tempo is not indicated in any of the move-
ments of these suites; here again, knowledge of
the dance forms can help.

The term “suite” is used to describe a
work made up of dance movements. The dance
forms used in the sixth suite are the allemande,
courante, sarabande, gavotte (of which there
are two), and the gigue. The dances contrast
sharply with one another, but they adhere
strictly to stylized dance types.!> Dance music
naturally undergoes changes as it is rewritten as
concert music. This was noted even in Bach’s
time, with the documentation of slower tempos
and more flexible rhythms for those dance
movements used as concert pieces. It was noted
that styles became more sophisticated, figu-
ration became more elaborate, and moods
became more thoughtful. Bach was not writing
dance music in these suites, but music for its
own merit, using stylized dance forms.16

The prelude to the sixth suite is a showy,
virtuoso piece. As in all the preludes of the
cello suites, it is written in a vigorous, declama-
tory style and is freely constructed on extensive
scales and arpeggios.” The prelude, as a pre-
amble to the dances that follow, should always
sound improvised. As such, the performer may
exercise great choice in tempo and expression. 8
By itself, this particular prelude makes a won-
derful audition piece or encore.

The allemande was a refined, cultivated
dance with gliding steps and much turning and
bowing.1 It is serious and dignified, indicating
a moderate to slow, steady tempo.2° In keeping
with baroque practice, all trills should begin on
the upper note, on the beat.2!

Further to the Dance Styles

The courante in the sixth suite is, in
actuality, an Italian corrente. It was not uncom-
mon for the Italian corrente and the French
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RED LABEL®
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SUPREME® ULTRA-SENSITIVE®
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VIOLA STRINGS

At better music stores or write for free catalog
SUPER-SENSITIVE MUSICAL STRING CO.
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"Over 60 Years of Musical Product Excellence"

\ from the Shar Violin Shop . . .

Especially for the Violist

Shar offers fully warranted instruments and bows.
el Our varied collection includes violas and viola bows by:

\Nsxi(‘\‘>~\\‘\jﬁ*‘5 Antoniazzi, Barbieri, Bearden, Burgess, Collin-Mezin, Fetique, Finkel,
6 DOWS

SH AR Gand & Bernardel, Griinke, Martin, Mohr, Moinier, Panhaleux,
Sirleto, Vettori, Watson, and more. Authenticity is guaranteed.
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courante to be incorrectly titled, although they
are very different dances. The corrente is a
fast dance in triple meter, usually with one beat
to the measure. It employs light, hopping
steps. This movement should be played quickly,
with a feeling of one beat per bar. The “skip-
ping” quality can be emphasized by detaching
the upbeats and articulating or emphasizing the
notes of the third beats of each measure. The
rhythmic figure composed of the two six-
teenth notes and the following eighth note in
the first measure is slurred together each time it
appears. Beats are often articulated by slurring
the sixteenth-note passages by beats in groups
of four notes each.22 The courante of the sixth
suite is a showy piece, accessible to players who
have only moderate technical ability. The
melodic patterning in this movement is easily
identified, making it a good piece for introduc-
ing this type of phrase analysis to students.

The sarabande has a long and colorful
history. Originally a suggestive and exotic
dance accompanied by guitars and castanets, by
Bach’s time it had become a solemn and digni-
fied ballroom dance. Little and Jenne suggest
that hints of the sarabande’s passionate past are
evident in “teasing hesitations,” where the lis-
tener would expect motion instead of hesita-
tion.23 In the sixth-suite sarabande, the dotted
rthythms at the end of the first three measures
and in analogous passages reflect this concept.
A sarabande has a three-beat pattern; dancers
generally took steps on the first and second
beats and paused on the third beat of each
measure. Of the twelve beats in a four-bar
pattern, beats 2, 5, and 8 are all emphasized,
and the phrase flows to beat 10, then relaxes
through beat 12.24 Hence the musical stress in
a sarabande is on beats 1 and 2 in all but the
last measure of each four-measure phrase.

That Bach chose to use gavottes for the
fifth movement of the sixth suite shows that he
was aware of the secular trends of the time.
The gavotte, which originated in France, was
a popular court dance that reflected the
“pastoral” fashion of the early 1700s. During
the reigns of Louis XIV and XV, members of
the court indulged in dressing up as shepherds
and peasants in courtly and sophisticated style.
A gavotte was of a moderate tempo, with a
calm balance, cheerful nature, and predictable
rhyme.25 The phrase structure of a gavotte is in
four measure patterns, each beginning with

two quarter-note pick-ups that should be
played short and separate.26 In the sixth suite,
there is a gavotte I and a gavotte II, played in
minuet and trio style. In the gavotte I, the
heaviest, four-note chords are on beats 1 and 2
of the gavotte rhythmic phrase; this is charac-
teristic of the French gavotte. The gavotte II
contains a section with an accompanying drone
note, an example of the musette style made
popular by the pastoral fashion of the time. A
musette was a French bagpipe used in country
music and imitated in the sophisticated man-
ner of the court. The original sources show that
the two gavottes of the sixth suite are in differ-
ent meters (cut time versus in two), implying
contrasting tempos, the second one being per-
haps slightly faster than the first.27

Little and Jenne classify the gigue from
the sixth suite as a giga II, a derivation from
the French gigue or the giga I. As such, it is,
except for the allemande, historically the fur-
thest from actual dancing of all the other dance
forms presented here. The giga II, longer and
more complex than the French gigues, includes
more intricate textures and longer phrases.28 A
gigue was a fast, joyful dance that featured
leaping, turning, and a characteristically French
“limping” rhythm.2> The gigue from the sixth
suite should be played at a tempo moderate
enough so that the joyous qualities of the
giga II are not overshadowed by the technical
demands of the movement. Keeping the third
eighth note of each group short will also help
emphasize the limping rhythm.

Ornamentation and Dynamics

Two final areas of baroque performance
practice that should be considered are orna-
mentation and dynamics. Free ornamentation
was in general practice during the baroque
period; however, since Bach usually wrote out
his ornamentation in his compositions, added
ornamentation in these suites is questionable.30
Only two dynamic markings were made in
the original sources of the six suites. One is
the echo marking in the prelude of the sixth
suite. Beyond that, the performer must decide
how best to structure the pieces dynamically.
Baroque practices generally used terraced
dynamics, and rising pitches usually called for
an increase in dynamics with a corresponding
relaxing of intensity, or diminuendo, as pitches
fall. Dynamics also depended on the harmonic
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structure of a piece. Some baroque writers felt
that dissonance and modulations should be
emphasized, as should any accidentals to the
melody line.3!

The Sixth Suite for Violoncello is a beauti-
fully crafted and delightful celebration of the
dance.32 A wonderful addition to the viola reper-
toire, it is worthy of serious attention and will
delight all but the least experienced performer.
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NEW ACQUISITIONS IN PIVA

Editor’s Note: This continues the series of installments that will update the holdings of the Primrose
International Viola Archive. (PIVA is the official archive of music for the viola of both the
International and the American Viola Societies.) Viola scores in PIVA up to 1985 are identified in

Franz Zeyringer’s Literatur fiir Viola (Verlag Julius Schonwetter Jun., Hartberg, Austria, 1985),

where they are identified with a +. This present series of intallments will eventually make the listing
current, after which a new acquisitions list will be published annually in JAVS. The entries are listed
according to the Zeyringer classification of instrumentation. A future compilation under one cover of

all the annual lists is planned as a sequel to the Zeyringer lexicon.
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Erstdrucks von 1792; hrsg. von Ulrich Driiner.
Winterthur: Amadeus (B. Piuler), 1980.

Rolla, Alessandro. Duo concertante; op. 4, no. 2,
C-Moll, fiir Violine und Viola; hrsg. von Fritz
Kneusslin. Basel: Edition Kneusslin, 1979.

Rolla, Alessandro. 2 Duos; op. 6: fiir Violine und
Viola; hrsg. von Fritz Knuesslin. Basel:
Kneusslin. Sole agent for USA and Canada:
C.F. Peters, 1969.

Schmiilzle, Gerhard. Vier Stiicke: fiir Giege und
Bratsche. Berlin: Sirius-Verlag, [195-2].

Stamitz, Karl. Duo in C-Dur fiir Violine und
Bratsche; hrsg. von Wilhelm Altmann.
Miinster in Westf.: E. Bisping, 1930.

Wohlfahrt, Robert. 28 little duets; op. 191 for vio-
lin and viola; [compiled and arranged by
Robert] Wohlfahrt, [edited by Joseph]
Vieland, [V. Righini]. New York: International
Music Co., 1957.

Young, Douglas. Slieve League: for violin and viola.

London: Ricordi, 1983.
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Violine und Viola (arr.)

Album of classical pieces. Bach, Couperin, Handel,
Rameau and others; transcribed for violin and
viola by V. Hussonmorel. New York: Inter-
national Music Co., 1958.

Bach, Johann Sebastian. Fifteen duets: after two-
part inventions, for violin and viola. Melville,

NY: Belwin Mills, [196-7].

Bach, Johann Sebastian. Four duets: for violin and
viola; transcribed by F. David. Melville, NY:
Belwin Mills, [197-2].

Beethoven, Ludwig van. Three duets: for violin and
viola; originally composed for clarinet and
bassoon; transcribed by F. Hermann and
L. Pagels. New York: International Music Co.,
(195-2].

Mozart, Wolfgang Amadeus. Zwélf Duette fiir zwei
Hérner: KV 487, Ausgabe fiir Violine und
Viola = Twelve duets for two horns: KV 487,
arranged for violin and viola. Kassel: Biren-
reiter-Verlag, 1977.

Zwei Violen

Barték, Beld. 44 duos: 2 Viole; iibertragung von =
transcribed by William Primrose. [Wien]:
Universal Edition, 1975.

Déchiffrage du manuscrit. Paris: Hy Lemoine,
[191-2].

Freudenthal, Otto. Duo fiir Bratschen. Muenchen-
Graefelfing: Walter Wollenwever, 1984.

Gibbons, Orlando. Two fantasias: for two
violas; edited by Stephen Kiser. Bristol,
Conn.: Rarities for Strings Publications,
1979.

Hoffmann, Adolf. Tanzbiichlein fiir zwei
Bratschen: Tanzleider und Volkstinze; nach
dem Tanzbiichlein von Adolf Hoffmann; ein-
gerichtet von Eva Wiesenfeldt. Mainz:
B. Schott’s S6hne; New York: Schott Music
Corp., 1972.

Mazas, Jacques Féréol. Three duets; op. 71: for two
violas; [transcribed by L.] Pagels. New York:
International Music, [197-?].

Rolla, Alessandro. Drei duos: fiir zwei Violen; zum
ersten mal; hrsg. von Ulrich Driiner.
Frankfurt: H. Litolff’s Verlag; New York:
C.F. Peters, 1976.

Rubbra, Edmund. Meditations on a Byzantine
hymn “O guando in cruce”; op. 117a. London:
Alfred Lengnick, 1978.

Sterkel, Johann Franz Xaver. Drei Duette fiir 2 Alt-
violen; bezeichnet und hrsg. von Prof. Her-
mann Ritter. Leipzig: Carl Merseburger, [193-].

Stumpff, Johann Christian. Duo C-Dur: fiir 2
Violen; op. 15. Fiir den prakischen gebrauch
neu; hrsg. von Wolfgang Sawodny. Miinchen:
Walter Wollenweber, 1985.

Violoncello und Viola

Beethoven, Ludwig van. Duet for viola and cello.
Melville, NY: Belwin Mills, [197-2].

Beethoven, Ludwig van. Duett mit zwei obligaten
Augenglisern: Sonatensatz fiir Viola und Violon-
cello; fiir die Auffithrung eingerichet und hrsg.
von Fritz Stein. Leipzig: C.F. Peters, [1912?].

Bozza, Eugene. Sonatine: pour alto et violoncello.

Paris: A. Leduc, 1976.

Chailley, Jacques. Prélude et allegro: pour alto et
violoncelle. Paris: A. Leduc, 1977.

Ebenhoh, Horst. Sonate; op. 55/2: viola & violon-
cello. Wein: Doblinger, 1984.

Fiirst, Paul Walter. Duo fiir Viola und Violoncello;
op. 17. Wien: Doblinger, 1968.

Jolas, Betsy. Remember: pour cor anglais ou alto et
violoncello. Paris: Heugel, 1972.

MacBride, David. For Bonnie and Ray. [New York:
American Composers Alliance, 1977?].

Schénebeck, Carl Siegmund. Drei Duos fiir Viola
und Violoncello = Three duos for viola and
violoncello; op. 2; hrsg. von Ulrich Driiner.

Winterthur: Amadeus Verlag, 1985.

Stamitz, Karl. Duetto for viola and cello. Bristol,
Conn.: Rarities for Strings, 1983.

Stamitz, Karl. Duo in F-Dur fiir Viola und Violon-
cello = Duo in F Major for viola and violon-
cello; reconstruction of the viola part by Franz

Beyer. Winterthur: Amadeus Verlag, 1985.

Kontrabass und Viola

Borghi, Giovanni Battista. Sonate nr. 1, fiir Viola
und Kontrabass; [bearb. von] Rudolf Malari¢.
Wien: Doblinger, 1968.



Sperger, Johann Matthias. Sonate fiir Viola und
Kontrabass; [hrsg. von] Rudolf Malari¢. Wien:
Doblinger, [1967].

Walzel, Leopold Matthias. Fiinf Bagatellen: fiir
Viola und Kontrabass; op. 34. Wien:
Doblinger, 1963.

Gitarre und Viola
Paganini, Nicold. Sonata per la gran viola e chitarra;

hrsg. Paul Bulatoff. Frankfurt: Zimmermann,
1985.

Schmidt, Hartmut. Musik fiir Saiteninstrumente
und Gitarre. [S.l.: s.n., 19822].

Whettam, Graham. Serenade (1981) for viola (or
clarinet) and guitar. Ingatestone, Essex,
England: Meriden, 1984.

Harfe und Viola
Caltabiano, Ronald. Lyric duo: for viola and harp.
New York: Ronald Caltabiano, [1979?].

Ter-Martirosyan, T. Dve p’esy = Two pieces: for
viola and harp. Leningrad: Sovetskii Kompos,

1985.

Cembalo und Viola

Ariosti, Attilio. Collection of lessons for the viol
d’amore: sei sonate per viola d’amore o violino
o viola; revisione, realizzazione e trascrizione di
Renzo Sabatini. Roma: Edizioni de Santis,

1957.

Fesch, Willen de. Sechs Sonaten fiir Violine (Flote,
Oboe, Viola) und Basso continuo = Six sonatas
for violin (flute, oboe, Viola) and basso contin-
uo; hrsg. von Waldemar Woehl. Kassel:
Birenreiter, 1956.

Graun, Johann Gottlieb. Erste Sonate fiir Viola und
Cembalo (Klavier) mit Violoncello; hrsg. von
Hellmuth Christian Wolff. Leipzig: Breitkopf
& Hirtel, 1937.

Schenck, Johann. Sonata I in D-Dur fiir Viola da
Gamba oder Viola und Basso Continuo aus
Lécho du Danube: Sechs Sonaten fiir Viola da
Gamba, op. 9 = Sonata I in D Major for viola
da gamba or viola and basso continuo from
L’écho du Danube: Six sonatas for viola da
gamba; op. 9; hrsg. von Karl Heinz Pauls.
Kassel: Nagels Verlag, 1973.

Tartini, Giuseppe. Sonata in D Major: for viola and
piano; [transcribed by Friedrich] Hermann;
[edited by Ferdinand] David; [newly edited by
Joseph] Vieland. New York: International
Music Co., 1959.

Toeschi, Giovanni Battista. Sonata, per la viola
d’amore con basso; hrsg. von Dika Newlin und

Karl Stumpf. Wien: Doblinger, 1963.

Cembalo und Viola (arr.)

Handel, George Frideric. Sonata C-Dur: fiir Viola
da Gamba (oder Viola) und Cembalo = Sonata
in C Major: for viola da gamba (or viola) and
cembalo; hrsg. von Folkmar Lingin. Kassel:
Birenreiter, 1953.

Marcello, Benedetto. Sonate in F-Dur fiir Viola
und Basso continuo; hrsg. von Dominique
Roggen; Continuoaussetzung Andreas Marti.
Erlenbach, Switz. G. Aegler, 1980.

Orgel und Viola

Geiser, Walther. Sonatine fiir Viola und Orgel;
op. 46 (1954). Winterthur: Amadeus; New
York: Edition Eulenburg, 1976.

Haydn, Michael. Konzert C-Dur fiir Orgel
(Cembalo), Viola und Streicher; Solostimmen
(zugleich Klavierauszug). Erstdruck; [hrsg.
von] Paul Angerer. Wein: Doblinger, 1970.

Heilmann, Harald. Trauerode fiir Posaune (Viola,
Englisch Horn) und Orgel. Wilhelmshaven:
Heinrichshofen’s Verlag, 1984.

Kmeth, Hans. Variationen und Sonatina tiber den
Lilenfelder Choral: fiir Viola und Orgel. [S.L:
s.n., 19712].

Kukuck, Felicitas. Aus tiefer Nor. Stuttgart:
Hinssler, 1969.

Noé, Artur. Stiick fiir Viola und Orgel, 1907. [S.L:
s.n., 197-2].

To be continued next issue. Inquiries about loaning
procedures from PIVA should be addressed to

David Day, Music Librarian PIVA

HBLL 5222

Brigham Young University

Provo, UT 84602

Tel (801) 378-6119
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Robertson & sons

Violin shop

INCORPORATED

Excellent Selection of Fine Old Instruments * Expert Repairs and Major Restoration
Instrument Rentals ¢ Strings and Accessories * Instruments and Bows on approval
Extensive Library of String Music — Solo and Ensemble
“Solos for Young Violinists” Tapes ¢ “Suzuki” Tapes

Same Day Service on Mail Orders
1-(800) 284-6546 * (505) 265-7697 * 3003 Monte Vista Blvd., NE * Albuquerque, NM 87106

THE ARTISTS STUDIO FOR STRINGS

by William Magers, Frank Spinosa & Harold W. Rusch

Shifting Development Studies: Teachers of advanced
students will welcome this well-organized approach to
shifting. Shifting ideas are infroduced and classified into
one of four general categories to perfect fluency, balance
and accuracy in moving from one position to another.
Specially selected etudes have been edited by Dr. Magers
to reinforce shifting techniques.

rﬁlﬁ AQYI@T@ SIUDIO
¢ ")

Bowing Development Studies: An essential tool to string
playing is the bow. This 108-page volume illustrates
through photos, exercises, etudes and classical literature,
four basic bow hold settings, how they are executed, and
the articulations produced naturally when using these
settings. A partial list of the etude composers includes
Campagnoli, Fiorillo, Kayser, Rode, Sitt, and Tartini.

Ansts SruDio

Available from your favorite music retailer.

|‘EJS NEIL A. KJOS MUSIC COMPANY e Publisher




MINUTES OF THE AVS EXECUTIVE MEETING

Provo, Utah

EXECUTIVE BOARD MEETING
June 16, 1994, 7:45 p.m.

Board members in attendance: Mary Arlin, David Dalton, Pamela Goldsmith, Jeffrey Irvine,
Donald Mclnnes, Dwight Pounds, Thomas Tatton, Alan de Veritch.

Board members absent: John Kella, William Magers, Kathryn Plummer, William Preucil, Peter
Slowik, Michael Tree, Emanuel Vardi, Ann Woodward.

Visitors and newly elected board members in attendance: Donna Lively Clark, John Graham,
Karen Ritscher, John Riley, Lelia Riley, and Maurice Riley (former president).

Newly elected board members absent: Atar Arad, Jerzy Kosmala, Paul Neubauer, Pam Ryan,
William Schoen.

Meeting called to order at 7:45 p.m. by President Alan de Veritch.

L. Introductions and Welcome by Alan de Veritch:

Good to have the combination of new and current active leaders. Yearly board meetings
since 1990 are very productive—practice will be continued.
I1. Update on recent election and content of the Board:

Winners:

Tom Tartton, President

Pam Goldsmith, Vice-President

Donna Lively Clark, Secretary

Mary Arlin, Treasurer.

New Board Members elected to a four-year term: Atar Arad, John Graham, Patricia
McCarty, Paul Neubauer, Karen Ritscher, and William Schoen.

Board Members appointed by the president for two-year terms: Jerzy Kosmala and
Pam Ryan.

Remaining terms of two years: Jeffrey Irvine, Don Mclnnes, Dwight Pounds, and Peter
Slowik. Two more years: John Kella, William Magers, Kathryn Plummer, William Preucil,
Michael Tree, Emanuel Vardi—term ends July 1, 1994. Newly elected board members do not
vote until after July 1, 1994.

Moved and seconded that minutes of 1993 AVS Board Meeting at Evanston, Illinois, be
approved. Motion carried.

1I1. Schedule for next two days:

Friday—Convene at 9:00 a.m., lunch on your own, meeting ends at 4:00 p.m., hike at
Sundance Resort with catered dinner at Dalton’s mountain cabin.

Saturday—Convene at 9:00 a.m. to tour BYU Library Bindery and Primrose Inter-
national Viola Archive (PIVA), group luncheon followed by meeting chaired by new president
Tom Tatton.

IV. Membership Report—Pam Goldsmith:
As of June 14, 1994: Total membership 643
Regular ($30) members: 484
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Student ($15) members: 101

International ($35) members: 26

Canadian joint ($20) members: 14

Complementary members: 18

By trimester: 1st: 324; 2nd: 218; 3rd: 83

Percentages: Regular: 77%; Student: 16%; International: 7%.

Answer to question: why is the membership down from 671 paying members last year? In
odd years the number goes up because of people joining to attend Congtess, but they often
don’t renew the next year.

Costs have been kept low because of volunteer labor.

Proposal to discontinue the trimester system and consolidate to Jan. 1 (followed by short
discussion).

V. Northwestern Congress reviewed by Alan de Veritch:

Attendance excellent: 219 (not including participants)

Breakdown: 90 Regular; 47 Daily; 65 Regular Student or Spouse; 17 Daily Student or
Spouse.

Typical comments: Crammed in too much, not enough free time

Finances: $35,000 Total Income ($1500 AVS, $2500 Northwestern, $3100 Revenue);
$31,932 Expenses; $3,068 Profit (a first!).

VL. Discussion of duties of the Board.
VII. Proposal by Mary Atlin to dedicate the 25th Congress to Myron Rosenblum (founder of
AVS) and to decide soon about the dedication of our 23rd Congress.

Meeting adjourned at 8:50 p.m.

EXECUTIVE COMMITTEE MEETING
June 16, 1994

Meeting convened at 9:00 p.m.

I. Karen Ritscher gives a report about the NY Viola Society:

Discussion centered on ways of establishing relationship with AVS as one of its several
strong chapters.

II. Summary of president’s job description:

Normal administrative tasks—keep track of elections and appointments—keep general
timetable current—next Congress committee should free up president to spend more time on
chapters.

I1I. Discussion of the possibility of hiring a Membership Coordinator.

IV. Treasurer issues: Filing of NY State Tax Report (we are incorporated in NY state) and how
new bank account will work.

V. Congress Committee: Alan de Veritch, Mary Arlin, Peter Slowik, Atar Arad, Baird Knechtel,
Tom Tatton. Chair of Primrose Competition: Laura Keenan. Tom suggests a Congress
Organizing Handbook.

VL. Discussion of an AVS representative at the Isle of Man Congress. Donna Clark will repre-
sent Tom.

Meeting adjourned at 11:00 p.m.



‘New Publications for Viola

Two Waltzes for Viola and Piano
by Katrina Wreede

¢ ¢ New from Robert W. Jones e e
Airs and Fancies: Some pleasant music for two violas
Songs and Dances for Viola and Cello

Fifteen Duets and Ten Trios
(Bach, Handel, Telemann)
Advanced Duets (CPE Bach and Telemann)

Quatrabratsche: Volumes I & II
13 Viola Quartets from Bach to Brahms

We also have string quartets

Latham Music Enterprises
1209 Gregory Street Greensboro, NC 27403
1-800-645-7022 (in US)
910-299-2326 (FAX)

Seeking viola music for publication

Kenneth
STEIN

VIOLINS

1320 Sherman Avenue
Evanston IL 60201
(708) 491-9550

Tues-Fri 9-5:90 Sat 9-2

BOSTON UNIVERSITY SCHOOL FOR THE ARTS

STRING PERFORMANCE

855 Commonwealth Avenue, Boston, MA 02215

800/643-4796, 617/353-4241 An equal opportunity institution

IN RESIDENCE: The Muir String Quartet
BM, MM, DMA, Artist Diploma

FACULTY Leslie Parnas, Cello
Steven Ansell, Violat Dana Pomerants-Mazurkevich, Violin "
Edwin Barker, Bass* Michael Reynolds, Cellot B O S TO N
Andres Diaz, Cello Todd Seeber, Bass* UNIVERSITY
Bayla Keyes, Violint Roman Totenberg, Violin
Malcom Lowe, Violin* Lawrence Wolfe, Bass* SCHOOL FOR THE
Yuri Mazurkevich, Violin Michael Zaretsky, Viola*
Ikuko Mizuno, Violin Peter Zazofsky, Violint AR I S
Goerge Neikrug, Cello TMuir Quartet Member
James Orleans, Bass* * Boston Symphony Orchestra Member

MUSIC DIVISION
FOR MORE INFORMATION contact For information on summer programs for high school Bruce MacCombie
Halley Shefler, Director of Admissions students at Tanglewood in conjunction with the Boston Dean, School for the Arts
School for the Arts, Music Division Symphony Orchestra, call 800/643-4796 or 617/353-3386.

Christopher Kendall
Director, Music Division
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A proud heritage of craftsmanship.

Founded in 1874, Wm. Lewis & Son along their expertise in creating truly extraor-
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EXECUTIVE BOARD MEETING CONTINUES
June 17, 1994

In Attendance: Same as 6-16-94.
Absent: Same as 6-16-94.
Meeting called to order at 9:15 a.m. by President de Veritch.

I. Maurice Riley reports his award, followed by a discussion:
Award will be a plaque to the recipient.
A plaque listing names of all recipients will be displayed in PIVA.
First award given to David and Donna Dalton.
Guidelines need to be established for all awards.
Discussed whether there should be one or two recipients.
Ann Woodward and Maurice Gardner nominated for ’95.
Awards Committee will be formed.

Moved and seconded that the board support the selection of one of the two names discussed.
Motion carried.

II. Alan de Veritch presents Treasurer’s Report:

AVS has two operating accounts and two restricted funds.

Operating Account: as of June 15, 1994, $28,497.36.

After paying dues to IVS (92 & ’94), expenses of the journals, and other bills, we will
still have over $20,000.

IRS reports have to be filed with income of over $25,000.

Primrose Fund: $14,339—use only interest—increase size of endowment to pay higher
awards at competition—invested in government bonds—competition will remain a scholarship
competition.

Endowment Fund: $16,997.44 balance—designed to assure the continuing existence of
the AVS; one year in reserve; need to examine use in the future.

Total of all accounts: $59,834.57—good position financially; need to increase Primrose
Fund.

Moved and seconded that the president be reimbursed $350 per year (total of $1400) for

expenses. Motion carried.

Need to add committee reimbursements to budget.
Discussion of next year’s budget.

Moved and seconded that a one-time allocation of $60 be paid to Dwight Pounds to cover
expenses incurred during 1994 Officer and Board Election. Motion carried.

II1. Chapterization: Alan de Veritch presents model by-laws.

Benefits: increase membership; provide future leadership training; help Congress
attendance.

Chapters have a choice: fully incorporate separately and file tax returns or be under
national AVS umbrella.

Good way to start: a few interested parties have “kick-off” activity at which they advertise
new chapter. Also can get a printout of AVS members in your area.

Extra JAVS can be used to recruit new members.
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IV. Debate on trimester vs. Jan. 1 dues deadline: main consideration journal distribution.
Meeting recessed at 12:10 p.m. for lunch.

Meeting reconvened at 1:40 p.m.

V. Continuation of trimester vs. Jan. 1 debate.

Moved and seconded to table this decision until tomorrow afternoon, accepting a proxy vote
from Don Mclnnes. Motion carried.

VL. Discussion of chapter by-laws continues. -
VII. Guest David Witt—owner of Colorpress Printing Co.—discusses JAVS, which he prints.
VIIL. David Dalton discusses the Journal of the AVS:

Needs relief on the advertising responsibility and more help soliciting articles. Suggestion
that each board member provides one article a year. Suggestion that topics be divided into cate-
gories, each with an editor responsible for soliciting articles.

Discussion of how to handle a paid advertising person and a paid membership assistant.

Moved and seconded that Donna Clark is authorized to hire an assistant to be paid $7 to $8
per hour to do membership and mass mailings starting in July 1994. We expect around 200
hours a year. Motion carried.

IX. Dwight Pounds reports on AVS by-law revision.

Moved and seconded to approve all changes in the AVS by-laws as proposed by Pounds, with
the exception of the section on dues. Motion carried.

X. Alan de Veritch summarizes his view of his term and hands over the official seal and docu-
ments to the new president, Tom Tatton.

Meeting adjourned at 4:05 p.m.

EXECUTIVE BOARD MEETING CONTINUES
June 18, 1994

In Attendance: Same as 6-17-94 except for Don McInnes and Karen Ritscher.
Absent: Same as 6-17-94, except for Don McInnes and Karen Ritscher.
Meeting called to order at 2:15 p.m. by President Tom Tatton.

I. Opening remarks by Tom Tatton chairing his first meeting as new president.
I1. New wording for Section 7, Article VI of Chapter By-Laws:

A. Viola Society shall include on all official publications the statement: We are a
chapter of the AVS.

B. The Secretary of the AVS shall be on the mailing list of each chapter.

C. The Executive Board of the AVS reserves the right to audit chapter publications and to
require discontinuation of materials that are contrary to the goals, ideals, and professionalism of

the AVS.



Moved and seconded that the board accept Section 7, Article VI as rewritten. Motion carried.

ITI. More discussion of trimester vs. Jan 1. Focused on details of implementation. Original
motion still tabled.

Moved and seconded that receiving JAVS will commence at the beginning of enrollment.
Motion carried.

Moved and seconded that people who apply for new membership the last trimester will be
granted membership for that trimester and for the next calendar year. Motion carried.

Moved and seconded that people who are now in the second trimester will be charged $20
for regular membership and $10 for student membership for 1995 only. Motion carried.

Moved and seconded that we untable yesterday’s trimester motion. Motion carried.

Moved and seconded that we delete the trimester system of dues and replace with annual
dues which shall be due and payable Jan. 1 (late by March 1) or on application for new mem-
bership. Motion carried.

IV. David Dalton discusses the remuneration of the new advertising person for JAVS.

Moved and seconded that we hire an advertising agent for JAVS at $150 per issue plus 10%
of existing and new ad dollars raised. The person will be under the supervision of the editor

of JAVS and reviewed annually by the board. Motion carried.

V. Tom Tatton presents his goals and vision for the AVS:

Double membership in next 4 years.

Triple attendance at Congresses.

Double the Primrose Scholarship account.

Establish minimum of 20 healthy chapters. _
VI. Dwight Pounds reports on AVS election: Thanks to committee—Alan de Veritch, Jeff
Irvine, Kathy Plummer.

He will prepare a packet for the next nominating chair.

Verifies election results as announced earlier by A. de Veritch.
VILI. Discussion of the reprinting of the AVS/HR—formal request for $1100 to reprint 100—
plan to solicit sales at libraries—flyer sent to MLA mailing list—recommend that Louise
Goldberg write a review of the book.

Moved and seconded that the board agrees to subsidize the cost of the second printing of the
AVS/HR by Dwight Pounds. Once we recover the cost through sales we agree to split 50/50
all sales with the author. Motion carried.

Moved and seconded that the AVS absorb any remaining deficit of the first publication of the
AVS-HR. Motion carried.

Moved and seconded that the model by-laws for the chapters are approved as revised by the
Executive Board. Motion carried.

VILI. Pres. Tatton appoints chairs from the board for each committee:
Awards—Dwight Pounds,
’95 Congress—Alan de Veritch,
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Membership—not filled yet—]John Riley will help,
Chapterization—Tom Tatton and Pam Goldsmith (co-chairs),
Publications—David Dalton,

Finance Committee—Mary Arlin.

Moved and seconded not to put monies into the endowment account unless the money is
specified for that purpose by the donor. Motion carried.

Moved and seconded that for all dues collected from July 1, 1994, to June 30, 1995, we will
take $3 from each full membership and $2 from each student membership to deposit into
the Primrose Scholarship Fund. Motion carried.

Moved and seconded that committee chairs should expect reimbursement for reasonable
expenses. Procedure is to submit a bill to treasurer, subject to review by the Finance
Committee. Motion carried.

VILI. Discussion of ideas for 95 Congress:

Early morning warm-ups. .

Difterent type of Masterclass—more accessible, such as three teachers presenting ideas on
Bach Suites.

Promote our incredible PIVA library.

Decide how to honor Hindemith.

Determine procedure for choosing students to play.

Meeting adjourned at 5:30 p.m.

SE@V@H Mc@ann

Maker of Violas . Violins . Cellos

Available at
Guarneri House
221 John Street NE
Grand Rapids, MI 49503
(616)451-4960




— ————————— —

OF INTEREST

° ‘ ®
CALIFORNIA

MIDL FOL

Courtesy of Helen Crosby, Los Angeles, California. Submit photos to the editor of any license plates with a
viola connotation.

Teutonic Plate Theory Explained!
“Bratsche Drift”

Los Angeles residents have long wondered about the source of the large
qguakes that shake their region. Here is a simplified guide to their cause and
effect, as shown at their epicenter—the Dorothy Chandler Pavilion.

10:00 a.m. Seismographs are silent.
Fourth stand of viola section arrives for work.

35



36

10:03 a.m. . CalTech registers a 2.0 initial
Inside player decides he cannot see conductor and tremor; cats dive under beds.
shifts his chair five inches to the right.

10:05 a.m. 3.1 tremor ensues. CalTech
Inside player determines that he cannot see the scientists put on alert.
music and with great effort slides the heavy stand five

inches to the right.
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10:10 a.m. Sophisticated measuring
Outside player can no longer see music or conductor devices embedded in stage
and attempts to move his chair to join stand partner show rapid change of pres-
downstage. However, the back leg of his chair is sure. Savvy scientists stock
locked against the stand behind, preventing up on bottled water.
movement.

10:11 a.m. MAIN EVENT 5.6 major quake. Cars stop
With a sudden jolt, the stand behind gives way. on the freeway, the news
Tremendous earth movement is apparent from near- media descend on CalTech,
by chairs, accompanied by loud shouts and cursing. and the French horns think
A cloud of dust rises in the air. that something fell over in

the percussion section.
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10:13 a.m. Varied aftershocks rock
Loud clanging of metal and shuffling feet. After dust region. Radio announcers try
settles, the entire fourth stand of violas has shifted to scare listeners by predict-
15 inches to the right. ing “The Big One.”

Vi,
—
10:50 a.m. 4.3 quake. Puzzled experts
Fierce bowing dispute breaks out between the first eventually decide that this
and second stands. quake is unrelated to the

main tremor.

The above process will repeat itself over a period of several years, with the
fourth stand of violas moving further and further cross-stage. Scientists postu-
late that this “Bratsche Drift” explains the origin of second violins.

Text—Ralph Fielding, violist, Los Angeles Philharmonic
Art—Victoria E. Miskolczy
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“Curtin & Alf went far beyond anything
I expected. My viola is spectacular in
every way - the looR, the feel, the sound.”

Donald MclInnes, Los Angeles 1992

Curin & Alf
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ABOUT VIOLISTS

viola at the Cleveland Institute, is member-at-
ASTA Honors large for 1994-96.
Kart.zn Tuttle, pfofcssor of viola at the Curtis MENC Convention in
Institute and Juilliard School, was named Cincinnati
ASTA Artist-Teacher for 1994. Congratu- .
lations are extended to this outstanding Jeffrey, Irvine, Karen Ritscher, and Heidi
teacher and colleague. Castleman gave a presentation entitled
Teaching Pain-Free Viola Playing. Heidi
Edward Adelson, associate professor of viola Castleman was honored by the Ohio Music
at Ohio State University, is president-elect of ~ Educators Association as “Teacher of the
ASTA, and Heidi Castleman, professor of Year—College Division.”

Margin graphics courtesy of
Violin-Making, As Ir Was and I,
by Ed. Heron-Allen.
London; Melbourne: Ward, Lock & Co.

JAVS Special Offer to AVS Members!

A good gift to students and friends. $3.00 for any of the following back issues
of the Journal of the American Viola Society.

April 1987, Vol. 3 No. 1 Winter 1991, Vol. 7 No. 3
Fall 1987, Vol. 3 No. 3 Vol. 8 No. 2, 1992
Summer 1988, Vol. 4 No. 2 Vol. 8 No. 3, 1992
Spring 1989, Vol. 5 No. 1 Vol. 9 No. 1, 1993
Summer 1989, Vol. 5 No. 2 : Vol. 9 Nos 2 & 3, 1993
Fall 1989, Vol. 5 No. 3 Vol. 10 No. 1, 1994
Summer 1990, Vol. 6 No. 2 Viola Yearbook, 1985/86
Fall 1990, Vol. 6 No. 3 Viola Yearbook, Vol. 6
Fall 1991, Vol. 7 No. 2

Name Tel

Address

City State Zip

Make Check to the American Viola Society and submit to:
David Dalton, Editor JAVS, BYU Music HFAC, Provo, UT 84602
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CHAPTERS

New York Viola Society

The untimely death of the New York
Viola Society’s zealous president and founder,
Rosemary Glyde, has saddened all. Emanuel
Vardi, honorary president, has filled in with
the help of William Salchow, the New York
bowmaker. Harold Coletta was recently
named president. There is an active board of
directors from the tri-state area. The Society’s
annual award for service to viola performance
and teaching has been renamed the Rosemary
Glyde Award. Those who remember her and
wish to contribute to the Rosemary Glyde
Memorial Fund may do so by sending their
donations to the Fund c/o

New York Viola Society

PO. Box 1669

Cathedral Station

New York, NY 10025

The coming season will open with a
recital by Paul Coletti in October, another by
Cynthia Phelps, principal of the New York
Philharmonic. Phelps was also the subject of a
recent feature article (two pages, two pictures)
in the New York Times—a real attention-
getting coup for the viola as well. A competi-
tion for new viola music will be announced.

The fifth and final event of the 1993-94
season was a recital of twentieth-century viola
music on March 27 by Jesse Levine and
pianist Morey Ritt. Their program included

Rapsodie Notturno by Karol Rathaus, Elegy by
Elliott Carter, Sonata by Seymour Barab (the
composer was present) and three little-known
pieces by Shostakovitch (Waltz, Nocturne, and
Gallop), found by Levine in the Soviet Union.

Levine, former principal for Buffalo,
Dallas, and Baltimore symphonies, now
teaches at Yale and conducts the Norwalk
Symphony Orchestra and the Orquestra del
Principado de Asturias in Spain. Ritt is a well-
known soloist, chamber music coach, and
professor of music at Queens College.

Following the recital, members with
violas enjoyed a “Million Viola Play-off,” con-
ducted by Emanuel Vardi. This featured a
Telemann Concerto for Four Violas (Arnold,
ed., Viola World) plus two works by New
Jersey composer Richard Lane. These were
his Quartet for Four Violas (1988) and
Recompense (1994) for six violas (first perfor-
mance), an elegaic prelude and rousing fugue,
subtitled /n Memory of Rosemary Glyde. Scores
and parts for these and other tonal viola works
by Lane are available at nominal cost from the
composer, at 173 Lexington Ave., Patterson,
NJ 07502. He was featured composer at a
session of the International Viola Congress at
Ithaca, New York, in 1991.

—Alexander Harper
Norwalk, CT
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NEW WORKS

Chin Music by Ross Bauer. C.E Peters Corporation, New York, 1993.

The term “chin music” is found in the
vocabulary of mid-twentieth century
Nebraska farm people to mean something
like “idle chatter,” possibly “drivel,” or the
not-to-be believed tarradiddle of a used-car
salesman. The Oxford English Dictionary gives
“(chiefly U.S.) talk chatter.”t Chin Music,
by Ross Bauer, doesn't fall into the trivial
category at all. Dedicated to the husband-wife
duo Bernard and Naomi Zaslav, it could be a
musical cartoon of a conversation, but if so,
it’s not an idle chat.

Wrritten for viola and piano, Chin Music
(1989) has the weight and vitality of a sub-
stantial sonata movement. The score indicates
“duration ca. 14 minutes,” but that would be
a minimum length. The work appears to be
through-composed, consisting of twelve sec-
tions, delineated by metronome indications,
pauses, changes of texture or dynamic, or gen-
eral character, often specified with clear
English phrases; e.g., “rhythmic, very ac-
cented” or “broadly, very intense.” The com-
poser’s intentions are clearly shown to both
violist and pianist throughout.

The harmonic vocabulary at first
approach sounds twelve-tone, and indeed the
ninth section, which is a viola cadenza, does
begin with a traditional twelve-note melody,
but then the twelve-tone technique seems to
evaporate into a nontonal texture, which is
primarily dissonant, but in which dissonance
doesn’t seem to exist. If twelve-tone tech-
niques are present, they are used in ways that
are not obvious, but the result nevertheless is
atonal. The turns of melody or figures are
utterly errant or unexpected; nothing is
predictable.

The texture is primarily three-part
counterpoint, with melodic motion primarily
by half- or whole-step, or by completely
un-expected dissonant interval. There is a great
deal of octave displacement, sometimes explor-
ing extreme registers of the piano—at some
points the pianist’s hands are separated by six
octaves. Vertical structures occur with various
intervalic contents: chords built in half-steps

with the members in wide spacing, chords
built in fourths, or tritones, or perfect fifths.

The rhythmic vocabulary is tradition-
ally presented, with frequent meter changes
and complexities, but by today’s standards,
the rhythms are conservative. Not that this is
foot-tapping music or that rhythmic patterns
occur as inevitable events, but like the emo-
tional content of the various sections, the
composer’s thythmic intentions are clear and
his rhythmic presentation is not experimen-
tal. Nonetheless, rhythmic content is often
complex and difficult from the standpoint of
ensemble.

Considering the printing and engraving
aspect, this is an outstanding example of
beautiful publishing. Done in almost folio-
sized pages (14 x 10% inches), the staffs are
larger than normal, consequently easy to read.
(There is one typographical error in measure
156; left-hand, beat four, an inexplicable
double stem. Of course there could be other
errors of which only Mr. Bauer would be
aware, but generally, the printing is beauti-
ful.) Perhaps the intention of the large print is
that both performers should use a piano part,
as reading from score would certainly help
the ensemble problem. The viola part solves
the page-turn dilemma, with rests or pauses
at just the right places and, of course, a violist
using the score would cause a page-turn prob-
lem in performance. The viola part is not
supplied with fingerings, but some critical
bowings are shown. The proper string for the
execution of harmonics, of which there are
many, is clearly indicated.

Concerning the instrumental writing
itself, this is not at the extreme edge of tech-
nical demands, but it is still virtuoso stuff,
mostly because of the odd intervals in double-
stops, leaps, and unusual melodic turns. It is
intelligently written for the instrument,
exploiting the various tone-quality and
dynamic possibilities of the viola so that the
instrument can be made to sound well while
following the composer’s instructions. There
are lots of harmonics and double-stops and
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one lovely double-stop harmonic in the cadenza,
which lies beautifully (measure 205, first partial
D on the D string and second partial E on the
A string; easy to find, and sounds splendid!).
Concerning “extended techniques,” a helpful
“Notation Table” at the beginning of the score
shows nine symbols that are just slightly out of
the ordinary, like a Bart6k “lollipop” pizzicato
or an extended jeté, shown with a series of
twenty or so dots over a note, under a slur.
(One of these doesn’t work very well, as it’s
applied to a B-flat", on the A string, which
makes for a string too tight for a good jeté.)
Extended techniques are used, but
conservatively.

The same lack of experimentalism is
found in the piano style. There are a few things
like raising the dampers by silently depressing a
chord, then letting those strings ring as another
note is struck loudly. But mostly good solid

piano technique is called for, with restrained
texture generally, so the viola can be heard. In a
few places where the viola is silent or less
important, the piano is busy, but still often
subdued.

In a work where melodic content is not
paramount, where rhythmic content is interest-
ing but disrupted, where tonality is absent,
where structural content is not obvious, where
dramatic or emotional content is presented in a
new context, it’s hard to predict what the
impact on an audience is going to be. Chin
Mousic is expertly composed, masterfully pre-
sented, refreshing in many ways, and rewarding
technically for the performers. The part it plays
in the viola repertory will be interesting to see.
What Chin Music has to do with its name is
also yet to be discovered.

12nd edition, Oxford, 1989. Vol. I1I, p. 124.

Concerto for Viola and Orchestra (piano reduction by the composer) by John Harbison. Associated
Music Publishers, Inc. AMP-8067. First printing: September 1993. Copyright 1990, by
Associated Music Publishers (BMI), New York, NY. $24.95.

According to information supplied at the
front of the score, John Harbison’s Concerto
for Viola and Orchestra was commissioned by
three orchestras: the St. Paul Chamber Orches-
tra, the Los Angeles Chamber Orchestra, and
the New Jersey Symphony. The funding came
from the Meet the Composer/Reader’s Digest
Commissioning Program, and the first perfor-
mance was given May 17, 1990, by Jaime
Laredo and the New Jersey Symphony, with
Hugh Wolff conducting. In August 1990, the
same performers recorded the Concerto at
SUNY Purchase, and the result is available on
New World Records Compact Disc 80404-2.
“This recording was made possible with grants
from the National Endowment for the Arts,
the New York State Council on the Arts, the
New Jersey State Council on the Arts/
Department of State, the Birch Foundation,
the Geraldine R. Dodge Foundation, Francis
Goelet, Meet the Composer, and the Meet the
Composer/Reader’s Digest Commissioning
Program.”! After all that cooperation and com-
mingling of funds, the good news is that the
result is an absolutely first-class addition to the
viola repertoire.

There is much to admire in the
Concerto, but perhaps the most outstanding

feature is the superbly idiomatic viola writing.
The style is late twentieth century, but the fin-
gers and bow are asked to do things that are
natural to the instrument; the shifts come
where they should, the bow bounces to the
written rhythms, the viola can sing or whisper
in its natural registers, or be loud in the right
range. There is even a cadenza-like section of
flashy double-stops, all in first position (with
one small exception). The result of this good
viola writing is that the instrument and the
music sound wonderful, and playing it is satis-
fying and rewarding. Technical demands are
present, but the possibility of making the piece
sound excellent is enhanced by the intelligence
with which the instrument is considered by the
composer. In a “Program Note” in the score,
Harbison explains that “I learned music as a
violist . . .. ” It certainly shows.

The Concerto is a twenty-minute work
that has four movements of contrasting mood.
The first begins with an introduction of thirty
measures before the soloist begins what seems
like an aria, with real melody and expressive
phrases. There are recognizable repetitions of
structural elements, but form doesn’t seem to
be a primary concern. The second movement is
bipartite, such as you might find in a baroque



dance suite, complete with double-bar repeti-
tions, and modulation to the dominant and
back. The meter is 3/8 throughout, the accents
are fast and shifting, the interest is rhythmical,
and the movement is brief. Movement three is
marked Andante and probably carries the most
emotional weight. It begins and ends with sim-
ilar material in the accompaniment alone, and
the viola is assigned sensitive melodic contours
with shifting harmonic content that you would
not label sentimental, but is not inhuman,
either. Here the viola is allowed to do what it
does best. The last movement, Molro allegro,
gioioso, has lots of meter changes and jagged
rthythmical content, makes some real technical
demands, has three short viola cadenza sec-
tions, and makes an upbeat impression for an
ending. Harbison uses a five-note figure with
an ascending fourth at the end, as a principal
motive for the movement. The figure provides
what seems to be a response to a prominent
descending fifth in melodic material of the first
movement. Whatever the reasons, the work
contains formal balance and proportions and
relationships that identify the piece as a con-
certo, and yet do so in a musical language
which is fresh and pleasant, intellectually

stimulating and esthetically rewarding, couched
in a completely current musical style.

Physically, the presentation is up to
today’s highest publishing standards. You can
quarrel with some printing aesthetics, such as
ties between close note-heads looking more like
highly arched eyebrows than ties, but generally
the music is easy to read and uncluttered. The
page-turns in the soloist’s part have been given
good consideration, and the paper quality is
excellent. There are no editorial markings of
any kind in the viola part, and just a few pedal
indications in the piano part. The composer
has used ample metronome indications, which
are helpful and realistic.

This concerto is the logical extension of
the viola concerto tradition of the first part
of the twentieth century. It seems like it is the
progeny of Der Schwanendreher, the Barték,
and, especially, the Walton. This fine piano
reduction edition will provide violists with the
opportunity to see if Mr. Harbison’s Concerto
will live up to that standard.

I New World Records compact disc 80404-2
booklet.

Strathelyde Concerto No. 5, for Violin, Viola and String Orchestra by Peter Maxwell Davies.
Reduction for violin, viola and piano, with solo parts. Piano reduction by Alan Boustead. Boosey
& Hawkes Music Publishers Limited: London, 1993. $37.00.

Strathclyde is an administrative region in
southwestern Scotland, which includes the city
of Glasgow. Notes in the piano score of
Strathelyde Concerto No. 5 by Peter Maxwell
Davies include the information that the work
was commissioned jointly by the Strathclyde
Regional Council and the Scottish Chamber
Orchestra. It was composed in 1991 and first
performed in March 1992, in Glasgow, by
James Clark (violin), Catherine Marwood
(viola), and the Scottish Chamber Orchestra,
conducted by the composer. The Concerto was
recorded in Edinburgh with the same cast in
July 1993 and released in 1994 on Collins
Classics compact disc number 13032. Also
in the piano score is a “Composer’s Note”
that explains (in three languages) that ten
Strathclyde concertos are projected, to be
written for the principal players of the Scottish
Chamber Orchestra.

Sir Peter confesses to using preexistent
material in Concerto No. 5: the Overture to
Lisola disabitata (The Uninhabited Island), an
opera by Haydn, and Vanitas, a two-part song
by one Jan Albert Ban, whom he identifies as
an early seventeenth-century Dutch priest-
musician. We should be grateful for the
“Note,” as a fairly serious search yielded no
information whatsoever about Father Ban;
Liisola disabitata is nearly a mystery also,
although it is listed in the Hoboken Catalog!
but not published in any of the regular
Haydn editions, except for a vocal score in
1909.2

A kingdom of Strathclyde (also called
Cumbria), in the region of the Clyde Valley,
existed from the fifth to the eleventh century.
Although specific details of this kingdom are
securely shrouded in the mists of history, we
do know that Cumbrians had some contact
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with their neighbors (mostly unfriendly),
mixed farming and herding, lacked a money
economy, were Christian, were difficult to con-
quer, had unstable relations with the Vikings,
and eventually became part of Scotland under
Malcolm II, King of Scots. The last known
King of Strathclyde was Owen the Bald, who
died around 1018.3 Not that there is any
implied or obvious connection between
Concerto No. 5 and historical Strathclyde, the
general spirit of the work is enough to conjure
up images of medieval Scotland, warring clans,
Picts, Vikings, hill-forts and slave raids . . .
none-too-civilized people trying to make their
way in what amounts to a difficult environ-
ment. The treatment of the preexistent materi-
al is medieval in technique, if not in result. The
two-part song is quoted in the first movement,
but manipulated by the composer. The Haydn
reference appears at the beginning of the sec-
ond movement, and probably in additional
places, but not in a recognizable Haydn style.
The observer is reminded of compositional
procedures of the thirteenth and fourteenth
centuries (and other eras), where preexistent
chant and various materials are manipulated so
that the listener would never know of their
existence. This is certainly the case here.
Overall, the Strathclyde Concerto No. 5 is a
hefty thirty-three minute work, in three move-
ments, in the general fast-slow-fast pattern.
The compact disc has notes by Stephen
Pruslin, who describes formal characteristics
which, for at least one listener, are impossible
to follow in anything closer than general out-
line. Phrases and parts of movements are set off
by double bars, holds, rests, silences, so that
phrase and big structure are recognizable.
Repetitions are often disguised with major
changes (like different pitches, meter changes,
principal material in a different voice) so that
details of structure are not easy to spot. The
harmonic language is mostly dissonant, and
completely atonal. The rhythmic language is
expressed in traditional notation, with changes
of meter so that predictable rhythmic impulse
is absent. Taken singly, the rhythms found in
individual voices are rarely strange or complex,
but when combined with other voices, the
rhythmic counterpoint becomes vastly varied
and thick. There are sections where rhythmic
ostinato is a prominent feature, echoing

Stravinsky, or the machine music of the Soviet
composers.

The piano reduction is beautifully pre-
sented in what appears to be exquisitely done
manuscript. It is very easy to read, and well it
should be as this is one of those twentieth-
century pieces where the pianist must read
every note; traditional finger patterns are going
to be of little help. Performance will take a very
fine pianist indeed, just as the violin and viola
parts demand virtuosity of a high order. This
does not include the whole Concerto, as there
are lyrical sections that have patterns which
show the solo instruments to good advantage.
But much of the solo string writing seems not
to consider the properties of the solo instru-
ments at all. There are many passages of
ascending or descending runs at great speed
that consist of chromatic intervals in odd pat-
terns that have no melodic content or sense of
direction.

In the viola part, after letter “U” in the
first movement, there is a passage of sustained
octaves, with trills over the top note, which
would require a first-position fingered octave
with a fourth finger trill. This needs consider-
able further thought. At about the same spot
(letter “V”), there is a passage of double-stop
fingered tremolo, many of which are not pos-
sible. On the recording, this passage has been
modified to bowed tremolo, but the new
piano reduction shows no changes from the
solo parts, which look conventionally engraved
and are dated 1991. This passage certainly
should be amended, perhaps with an errata
sheet or some other expedient. From the vio-
list’s standpoint, Davies should be reminded
when orchestrating for strings that if a double-
stop requires two notes normally played on
the same string with two fingers, the player is
going to have to do something awkward to
negotiate that interval. If not given enough
time, it isn’t going to sound good. Four
measures after “W” in the viola part, there is a
b", written as a fingered harmonic. This,
if it were playable (doubtful), would sound a
b"", clearly in a range most appreciated by
dogs. Surely this is close to a record for the
highest note called for on the viola in pub-
lished literature.

Perhaps the publication of a piano reduc-
tion of Strathclyde Concerto No. 5 will find an



eager reception. Peter Maxwell Davies has a
following to be sure. This is a difficult work,
from about all standpoints. Possibly that is
enough to admire.

VA. Hoboken, Joseph Haydn: Thematisch-
bibliographisches Werkverzeichnis, 2: 390-92.

2S. Sadie, ed., The New Grove Dictionary of Music
and Musicians (London: Macmillan, 1980), 8: 365.
3]. R. Strayer, ed., Dictionary of the Middle Ages.
(New York: Scribner & Sons, 1988), 11: 489-90.

—Thomas G. Hall
Chapman University

Concerto No. 1 for viola and piano by
Guiseppe Ghebart. Edited by Frederic Laine.
G. Billaudot/T. Presser, 1992. $29.50.

This concerto is a useful addition to the
rather sparse repertoire of original music for
viola from the first half of the nineteenth cen-
tury. The first movement contains several lyric
themes and extended arpeggiated and scalar
bridge material of a somewhat virtuosic nature.
The Adagio is quite lovely, and the final move-
ment, a rondo is successful both thematically as
well as in the composer’s use of contrasting
material. Laine’s cadenza to the first movement
is challenging. This work is a welcome succes-
sor to the concertos of Hoffmeister and
Stamitz.

Four Pieces for Viola and Piano. By Frank
Bridge. Faber Music, 1992.

These four pieces, each two to three
minutes long, were originally written for cello
and piano. They are lovely pieces, easily acces-
sible by younger players and possessing the
beautiful lyricism and marvelous harmonies
you expect from the music of Bridge. This set
of pieces is a fine addition to the teaching
materials of viola studios, as the works demand
depth of expression and the sustaining of musi-
cal line. There is some playing in the higher
positions, particularly in the Elegie of 1904.

Divertissement. For four violas. By Claude-
Henry Joubert. G. Billaudot/T. Presser, 1992.
$28.25.

This interesting and well-constructed
work lasts under eight minutes. The four parts
are of equal difficulty, and the music utilizes
free form, some compound meters, and also (in
the first movement) quite traditional writing.
The Rondeau (movement two) contains outer
sections of fast notes alternating in groupings
of duple and triple, and a middle “recitatif”
that allows the violas to respond to each other
in an imitative but somewhat free manner.
This work could be a very effective addition to
a recital of viola ensemble music.

—Edward Adelson
Courtesy of American String Teacher
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Pat No 3 407 700
the sensational
humidifier for
VIOLIN @ VIOLA ® CELLO ® BASS

GUARNERI QUARTET
We recommend the Dampit enthusiastically.

dampit provides perfect protection
against damage from a dry atmosphere.

dampit proved itself 100% effective in
scientific sensor measurements.

FREE Room Humidity Indicator with

each dampit.

Violin $8.95 @ Viola $9.50

Little Violin $7.95 @ Cello $10.95
Bass $11.95

AVOID FAKES, AVOID MISTAKES.
A genuine Dampit has the Dampit name on the black top.

Alr postage and handiing ouside USA and Canada $1.00 per unit.

In USA and Canada piesse add $.65 per unit.
Box 483, Radio City Station NY, NY 10101.

Francis Kuttner
Violinmaker

Award winning
violins, violas and
cellos made in the

classical Cremonese
tradition.

Y

63 Douglass Street
San Francisco, California
94114

(415) 861-5535

CLYN BARRUS is a graduate of the Curtis Institute, the Vienna Academy,
and the University of Michigan where he carned his doctorate in viola. Hewas
principal of the Vienna Symphony and for thirteen years occupied that same
position in the Minnesota Orchestra. He has been heard frequently as a soloist
and recording artist, and is now director of orchestras at BYU.

BYU is one of the best buys in college education.
—Edward B. Fiske
The New York Times

THE VIOLA

BRIGHAM YOUNG UNIVERSITY

DAVID DALTON studied at the Vierma Academy, the Munich Hochschule,
and took degrees at the Eastman School and Indiana University where he
earned his doctorate in viola under William Primrose. He collaborated with
his teacher in producing the Primrose memoirs Walk on the North Side and
Playing the Viola. He served as president of the American Viola Society.

The Primrose International Viola Archive, the largest repository of materials related to the viola, is housed in the BYU Library. BYU graduates find themselves
in professional orchestras and as teachers at institutes of higher learning. B.M., B.A., and M.M. degrees in performance-pedagogy are offered viola students.

For information, writc: Waller Birkedahl
Department of Music, C-550 HFAC
Brigham Young University

Provo, UT 84602 TEL 801.378.3294




RECORDINGS

Phillip Dukes

Rebecca Clarke Sonata, Shostakovitch

Sonata, and Maconchi Five Sketches for Viola,
with Sophia Rahmen, piano. Gamet Gam CD
537.

Nobuko Imai
Takemitsu Viola Concerto with Seiji Ozawa
conducting the Saito Kinen Orchestra.
Includes other works by Takemitsu; i.e.,
November Steps.

008

Hartman Lindemann

Bax Sonata; J.N. Hummel Sonata in E-flat,
op. 5 no. 3; Brahms Sonata in E-flat, op. 120

no. 2; J.S. Bach Chaconne from Partita No. 2
in D Minor, with Ben Martin, piano. BWV
2004. CD TACET 35.

003
Frederick Riddle

Walton Viola Concerto with composer con-
ducting the London Symphony Orchestra
(recording premier). Includes other works by
Walton: Symphony No. 1, Daphne, Through
Gilded Trellises, Old Sir Faulk. Dutton Labs
CDAX 8003.

Marcus Thompson

Barték Concerto and Bloch Suite, with Paul
Freeman conducting the Slovenian Radio

Symphony. Centaur CD, CRC 2150.

GEOFFREY OVINGTON

MAKER OF VIOLINS,
VIOLAS AND CELLI

Instruments of Distinction
Played Internationally

GEOFFREY OVINGTON VIOLINS
STANTON ROAD
SHUSHAN, NY 12873
U.S.A.

518-854-3648

VIENNA PHILHARMONIC (PR, Vi AL)
ALBAN BERG STRING QUARTET
DEUTSCHE KAMMERPHILHARMONIE
NEW YORK PHILHARMONIC

JOACHIM-KOECHERT QUARTET

LOS ANGELES CHAMBER ORCHESTRA
BUFFALO PHILHARMONIC
LAFAYETTE QUARTET
BAVARIAN RADIO SYMPHONY (PR. VLA.)
ST. CECILIA CHAMBER ORCHESTRA

OrerA ORCHESTRA OF LA SCALA (PR. ViA))
OSLO PHILHARMONIC
VIENNA RADIO SYMPHONY
NORWEGIAN CHAMBER ORCHESTRA

GOTEBORG SYMPHONY




Miller & Fein

STRINGED INSTRUMENTS
Violins, Violas, Cellos and Bows

Since 1982,
Miller & Fein Stringed Instruments
has served the string community with fine instruments,
bows and accessories for advancing students,
dedicated amateurs, and professionals.

Qv Qy

Beginning students are important to us!
Askabout our rental and lease/purchase plans.

Qv OwQw

For your playing delight...

Pinchas Zukerman, in conjunction with Israeli violin maker/
restorerAmnon Weinstein, hasselected outstandingviolins
and violas for Miller & Fein to place with professionals and
dedicatedamateurs. Each ofthese magnificentinstruments
has been personally selected by Mr. Zukerman, carries his
letter of endorsement, and is certified by Mr. Weinstein.
Please let us know if you are searching for an instrument of
this quality. We will contact you as soon as we have one
available that fits your needs.

We also feature fine bows by Lee Guthrie, handmade in the
tradition of the French and English masters.

(Q\V1q \N1q \\]

In St. Paul’s Historic Cathedral Hill District
The Blair Arcade, at Selby and Western Avenues
165 Western Avenue North, Saint Paul, Minnesota 55102

612/228-0783 800/347-9172

SERVICETOTHE STRING COMMUNITY




COMPETITIONS

ASTA

The 8th ASTA National Solo Competition
was held in April at the University of Cincinnati
College-Conservatory of Music. The First Prize
Junior Division for viola was won by Susan
Zaharako of Carmel, Indiana, and student of
Roland Vamos. Four violists competed in the
senior division: Ellen Craig of Oberlin, student
of Jeffrey Irvine; Biao Luo, student of Richard
Ferrin; David Rose, student of Gerald Stanick;
and Phillip Stevens, student of Yizhak Schotten.
The First Prize Senior Division in viola was not
awarded; Luo and Stevens shared second prize.
Atar Arad served as viola judge.

The Grand Prize Junior Division was won
by Ani Aznavoorian, cellist, from Barrington,
Illinois, student of Neil Novak. The Grand Prize
Senior Division was taken by bassist Volkan
Orhon from Bloomfield, Connecticut, student of
Gary Karr and Mark Morton. The only violists
ever to take a Grand Prize in ASTA National Solo
Competitions were Sophie Renshaw in 1986, who
competed at-large, and Kirsten Johnson, who in
1992 won her award in the pre-college (junior)
division. Previous First Place ASTA Competition
winners among violists include Basil Vendryes
(1981), Cynthia Phelps (1983), Karen
Opgenorth (1988), Ming Pak and Amalia
Daskalakis (1990), and Kirsten Docter (1992).

1995 East & West Artists

For instrumentalists, singers, and ensembles
auditioning for a New York debut. Applica-
tion forms and cassette tapes are due
1 February 1995 and can be had from

Ms. Adolovni Acosta

Executive Director

310 Riverside Drive, No. 313

New York, NY 10025-4101

NEMC

INDIANAPOLIS—The National Federation of
Music Clubs (NFMC) has awarded four young
violists $2,800 as winners in the NFMC Wendell
Irish Viola Award. Receiving $700 scholarships
for continued study of the viola are Jenny Anschel
of Minneapolis, Minnesota; Karin Brown of Santa
Cruz, California; Christopher Woods of Florence,
South Carolina; and Susan Zaharako of Carmel,

Indiana—each representing one of the four
NFMC regions.

The NFMC Wendell Irish Viola Awards
were established in 1981 by Mr. and Mrs. Wilmot
Irish, in memory of their son Wendell Irish. The
awards are given annually by the music organiza-
tion to viola students aged twelve to nineteen years
old.

Jenny Anschel, the award winner from the .
NFMC Central Region, is a member of the Merry
Notes Junior Music Club in Minneapolis. She is a
music student of Alice Preses, Peter Howard, and
Merry Einstein.

NFMC Western Region winner Karin
Brown graduated with honors from Harbor High
School, Santa Cruz, in May. The eighteen-year-
old musician studies violin and viola with her
mother Susan Brown and Zoya Leybin of the San
Francisco Symphony. She is currently principal
violist with the San Francisco Symphony Youth
Orchestra and concertmaster of the Cabrillo
College Orchestra, and she was concertmaster for
the California All-State Orchestra in 1994.
Brown, who enters Obetlin Conservatory,
Oberlin, Ohio, in the fall as a Dean’s Merit Award
scholar, has performed as a soloist with several
orchestras and as a chamber musician. She per-
formed as a soloist in May on the Distinguished
Artist and Lecture series at Cabrillo College and
received a scholarship to attend the 1994 Young
Artists Program at Tanglewood.

Christopher Woods is the scholarship win-
ner in the NFMC Southeastern Region. Woods
studies violin with Sergio Schwarts and viola with
Sherry Woods. He won an NFMC state scholar-
ship to study at Brevard Music Center, Brevard,
North Carolina, in 1988; the Hinda Honigman
Scholarship to Brevard in 1989; and the NFMC
Stillman Kelley Scholarship in 1990.

Susan Zaharako, the NFMC Northeastern
Region Winner, is a junior at Carmel High School
and studies viola with Roland and Almita Vamos
at the Oberlin Conservatory. An experienced
musician, Zaharako has served as principal viola of
the Carmel Junior High and High School orches-
tras and as principal viola of the Mid-West Young
Artist Orchestra and has performed with the
Bowdoin Summer Music Festival Chamber
Music, Weathersfield Summer Music Festival
Chamber Music, and the All-State Orchestra.
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MEMBERSHIP ENROLLMENT FORM
The AV'S is an association for the promotion of viola performance and research.
Our personal and financial support is appreciated. As a member, you receive the three annual issues
of JAV'S, the Society’s Journal, and The Viola, as it is published by the International Viola Society.
You will also receive the satisfaction of knowing that you are a member of a collegial group which is
contributing to the furtherance of our instrument and its literature.

Please enroll me/my group as a member of AVS for one year. Begin my subscription to JAVS and
The Viola.

My check for one year’s dues, made payable to the American Viola Society, is enclosed as indicated

below: Renewal Membership () $30

New Membership () %30

Student Membership () $15

International Membership () $35

AVS Contributor () $50 to $100

AVS Benefactor ( ) $100 and above
( ) I wish to contribute to The Primrose Memorial Scholarship Fund in the amount of
3

() I wish to make an additional tax-deductible contribution to the AVS Endowment in the amount
of $§

TOTAL

Please indicate appropriate membership category below.

() Individual Please send AVS your biographical material, photographs
( ) Amateur (clearly labelled), brochures, concert programs, posters,
() Educational Organization press releases, clippings and other related material on a
( ) Music Business regular basis for our resource files and possible
() Library publications. We serve as a clearing house for many viola
() Other related requests.

Name

Address

City State Zip

Telephone

() Check if this is a new address

(If you are a student, in which school are you enrolled?
Please list permanent address above rather than school address.)

Send to: Donna Lively Clark, AVS Secretary
4820 Buttonwood Crescent
Indianapolis, IN 46208
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Studies PUBLISHERS OF MUSIC FOR THE SERIOUS VIOLIST
ARNOLD FAURE SCHMIDT
Cadenzas for Telemann Fant Alla Turka
Viola Concerto antasy
FIOCCO SHUBERT
ARNOLP . Allegro The Bee
Three Octave Scales
and Arpeggios FRANCOEUR TARTINI
BLUMENSTENGAL Sonata in A Major The Devil’s Trill
- : Sonata Angelique
Viola Scale Technique GLUCK
Vol.I-1st Pos. Melody from “Orfeo” TCHAIKOWSKI
Viola Scale Technique ; Canzonetta
Vol.llI-1st to 5th Pos. HANDEL Melodie
Sonata in Bb Serenade Melancholique
* HOFMANN Concerto in Bb Valse Sentimentale
Melodic Double Sonata in D
Stop Studies VITALI
SEVCIK HUBAY Chaconne
Preparatory Studies in Double Hejre Kati VIVALDI
Stopping Op. 9 JENKINSON Sonata in G
TARTINI - Elfentanz VON WEBER
The Art of Bowing JOPLIN Andante and Hungarian
REPERTOIRE Pineapple Rag Rondo
Solace
ARNOLD MIENLAWSKI
Basic Bach For The KREISLER e Tarrantell
Young Violist Praeludium and Allegre Seherco - darrantetla
Mozart Miniatures Sicilienne and Rigaudon
The Young Violist Bk. | Liebesleid ENSEMBLES
The Young Violist Bk. 11 Liebesfreud BACH

BACH
Chromatic Fantasy and
Fugue

BEETHOVEN
Fiir Elise

* BENJAMIN
Jamaican Rhumba

BOCCHERINI
Music Box Menuet

BOHM
Sarabande

BOROWSKI
Adoration

BRAHMS
Scherzo

CHOPIN
Nocturne for Viola

CORELLI

Sarabanda, Giga and
Bandinerie

Sonata#12-Follia con
Variazioni

DANCLA
Carnival of Venice

DEBERIOT
Scene de Ballet

DEBUSSY
Girl with the Flaxen Hair .
La Plus Que Lente

DVORAK
Romance Op. 11
Sonatina Op. 100

VIOLA WORLD//

Recitativo and Scherzo Caprice
(Unaccompanied)

MASSENET
Meditation from “Thais”

MATTHEWS
Fantasy

MENDELSSOHN
Sonata in E Flat

MOUSSORGSKY
Hopak

MOZART

Adagio K.261

Menuetto Divertimento K.334
Rondo K.250

Serenata Cantabile K.283

NOVACEK
Perpetual Motion

PAGANINI
Six Sonatas Bk.I
Nos.1, 2, 3
Six Sonatas Bk.II
Nos.4, 5, 6
Variations on the G String

PUGNANI
Gavotta Variata

RACHMANINOFF
Vocalise

RIES
Perpetuum Mobile

RIMSKY-KORSAKOFF
Flight of the Bumble Bee

Fifteen Two - Part
Inventions

MOZART
Duo Sonata in Bk. K.292
Twelve Duets K.487

PACHELBEL
Canon for Three Violas and
Piano

TELEMANN

Concerto #1 in C for Four
Violas

Concerto #2 in G for Four
Violas

Concerto #3 in F for Four
Violas

Concerto #4 in D for Four
Violas

VIVALDI
Concerto for Four Violas and
Piano

Manuscript Books

* Deluxe Manuscript Music Book

#* Manuscript Music Pad
* The Young Musicians’ Writing Book

Available from:

VIOLA WORLD
PUBLICATIONS

14 FENWOOD ROAD
HUNTINGTON STATION
NEW YORK 11746

* Recent Additions To Our Catalogues
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8787 Lackland e St. Louis, Missouri 63114
1-800-44EADGC e 314-427-7570
DEALERS AND MAKERS
OF RARE AND CONTEMPORARY
VIOLINS, VIOLAS, CELLOS AND BOWS
Expert restorations, repairs and appraisals
Established in and serving the U.S.A. since 1942

L. Gene Bearden, President
Gregory Bearden, Violin Maker and Associate
Member:
International Society of Violin and Bow Makers
Appraisers Association of America

Open: 10-6 Monday-Friday, 9-4 Saturday

Instruments and bows shipped on approval
-liberal 10 day trial period

Generous discount on all strings and accessories.




