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FROM THE PRESIDENT

Dear friends and colleagues:

his is my final President’s Message. Allow me once
again to speak to you from the heart. Below is a short
piece that I shared with my students and their parents
some years ago, inspired by the frustrations and difficulties
of my job. In one of my most searching moments, I needed to
find meaning in my life and work. This is but a snapshot of that
continuing search.

Why I Teach Music to Kids . . .

Not because I expect that my students will all major in music,
Not because I expect that my students will play all of their lives,
Not so that my students can do nothing, relax, and just have fun,

Rather. ..

So that they might be more humane,

So that they might gain the ability to recognize beauty,

So that they will be more sensitive,

So that they have the opportunity to experience personal excellence,

So that they will understand pride, enthusiasm, and spirit,

So that they will understand compassion and gentleness,

So that they might come to understand that it is not enough in life just to be happy,
but come to achieve the ability to make a difference, to contribute, to share, and to make
their moments on earth meaningful.

Friends, I will continue to engage myself in those AVS and IVG projects that are of importance
to us all. To the extent that my advice is requested, I will act as a resource to our new AVS
leadership team. But, my opportunity to speak to you regularly and directly is now past. Thank
you, each of you, for allowing me to make a difference, to contribute, and to share; you have
helped to make my life rich and meaningful.

T hgmas " allr—



The Viola D’amore Society and Utah Valley State College invite you to

The 9th International

Viola D’amore Congress

at

Utah Valley State College
Orem, Utah.

This auspicious event will consist of lectures, lecture-recitals, and exhibits, all related to the history and
music of the viola d’amore. Participants will include renowned viola d’amore players from Austria, Canada,
England, France, Germany, and the United States.

To find out more about the congress call or write to:

Viola D'amore Society of America
39-23 47th Street
Sunnyside, NY 11104
(718) 729-3138

myrose@erols.com

Viola D’amore Society of America
10917 Pickford Way
Culver City, CA 90230
(310) 838-5509
dthomas@lausd.k.12.ca.us



ANNOUNCEMENTS

The International Bratschenfestival will be held June 26 and 27, 1998, in Kronberg, Germany
(near Frankfurt am Main). Guest appearances will be made by Yuri Bashmet, Nobuko Imai,
Kim Kashkashian, and Tabea Zimmerman. The program will include master classes, lectures,

and exhibits. For further information, contact:

Uta Lenkewitz-von Zahn

Ahornweg 9

D-53359

Rheinbach, Germany

or telephone/fax to 49 2226 7375.

s

PIVA is the official archive of the Inter-
national and the American Viola societies.
We wish to be user-friendly and aid you in
your needs regarding viola repertoire.

Holdings of PIVA now consist of approxi-
mately 5,000 scores that feature the viola.
Some of the older editions and manuscript
scores can be photocopied for a modest fee.
Although many scores are protected by copy-
right and may not be photocopied, PIVA is
able to loan these materials through inter-
library loan. The process of interlibrary loan
is simple. Inquire at your local public or aca-
demic library. Ask them to send your request
to the following address:

Interlibrary Loan

Attn: Maria Childers
Harold B. Lee Library
Brigham Young University
Provo, UT 84602

TEL: (801) 378-4155
FAX: (801) 378-6347
e-mail: maria_childers@byu.edu

If the request is sent by regular mail, please
ask your library to use their official library
letterhead. The response time for these re-
quests varies, depending mostly on how
quickly your library can process the request.
There is no charge for loans from our library.

At present, other materials collected by
PIVA such as sound recordings and archival
documents cannot be loaned. If you have
research needs or other inquiries related to
these materials, please contact David Day at
the following address:

David A. Day
Curator
The Primrose International Viola Archive

Brigham Young University
Provo, UT 84602

TEL: (801) 378-6119
FAX: (801) 378-6708
e-mail: david_day@byu.edu

For general information concerning PIVA,
visit our web site at

http: //www.lib.byu.edu/-music/piva/wp.html
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Di1sCOUNTED PRICES ON
FINE STRINGED INSTRUMENTS,
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CASES &
ACCESSORIES

philip h.wemkrantz

MUSICAL SUPPLY COMPANY

CaLL OrR WRITE FOR YOUR Free CATALOG
870 MARKET ST. #1265 . SAN Francisco, Ca 94102

800.73.MUSIC or 800.736.8742
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David Dalton studied at the Vienna Academy and 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. Dalton served as president of the American Viola Society
and is currently their journal editor.

The Primrose International Viola Archive, the largest repository of materials related to the viola, is housed in
the Harold B. Lee 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 are offered to viola students.

For information write:

Walter Birkedahl “BYU is the Best Buy in U.S. higher education.”
School of Music, C-550 HFAC —U.S. News ¢~ World Report
Brigham Young University 25 September 1995

Provo, UT 84602
Tel. (801) 378-3294




XXPH International
Yiola Congress

A2,
16-19 Fuly 1998

In memory of William Primrose
(1904-1982)

with a special tribute to

Patson Jforbes
(1901-1997)

The Royal Scottish Academy of Music and Drama
100 Renfrew Street, Glasgow G2 3DB Scotland

1VS President Dozx. Giinter Ojstersek * Host Chairman John White F.RA.M. + Consultant James Durrant M.B.E.

To all viola enthusiasts worldivide

I would like to invite you to attend the XXVI International Viola Congress in Glasgow, the birth-
place of William Primrose. Our interesting and varied program will feature a number of Scottish-born
and Scottish-based viola players, plus major figures in the viola world.

The Congress will offer/include daily workshops and master classes, discussions, talks, lectures, con-
certs and recitals, including a Baroque evening, premiéres of new works, chamber concerts, and a celebrity
recital by Michael Kugel, one of the few great string virtuosi of this century. There will be an exhibition
of viola memorabilia related to William Primrose and the British viola school. A civic reception and
ceilidh dance have been arranged for all delegates.

A warm welcome awaits you at the Royal Scottish Academy of Music and Drama.

John White, host chairman

“It will be worth attending the Congress just to hear Kugel play the Waxman Carmen-Fantasie.”
Stanley Solomon, former principal viola, Toronto Symphony Orchestra




1998 International Congress — Schedule of Ehents

) THURSDAY 16 JuLy

AM. 9:00
10:30
10:45

11:45
p.M. 2:15

3:15
4:30

8:00

Registration

Official Welcome

Recital: James Durrant (viola), Richard Chester
(flute), Philip Thorne (guitar). To include Marzyr
and Fast Peace by Edward McGuire

Talk: “William Primrose,” by Tully Potter

Recital: Garth Knox (viola); Peter Evans (piano).
Henze, Sonata; Ligeti, Solo Sonata (Hora Lunga
and Loop); James Dillon, Siorram; Takemitsu,

A Bird Came Down to Walk

Discussion: “Scottish Music for Viola,” chaired by
Thomas Wilson

Recital: Paul Silverthorne (viola), John Constable
(piano). Program t.b.a., associated with Primrose
Baroque Concert: directed and introduced by
Katherine McGillivray, with Catherine Martin
(violin/viola), Jane Rogers (viola), and Alison
McGillivray (cello). T.B.C.~1 violin, 1 bass,
harpsichord, lute. H.I.F. Biber, Sonata 9 from
Fidicinium Sacro-Profanum; H. Purcell, “See Even
Night,” from The Fairy Queen; John Webb, new
work; J.F. Kindermann, “La Affettuosa,” from
Delicae Studiosorum IIT; G.P. Telemann, Cantata
“Unbegreiflich ist dein Wesen”; G. Muffat, Pas-
sagaglia from Armonico Tributo; H.LF. Biber, Sere-
nada; D. Castello, Sonata Quindicesima (15) from
Sonata Concertar in stil moderno; ].S. Bach, Cantata
BWV 18, “Gleichwie der Regen und Schnee von
Himmel fillt”

%) FrIDAY 17 JuLy

AaM. 9:00
10:00
11:30

p.M. 2:30

4:15

6:00

8:00

Master class: Paul Silverstone

Talk: “Watson Forbes,” by Tully Potter

Tribute to Watson Forbes: Martin Outroam
(viola), and Julian Rolton (piano). To include tran-
scriptions by Forbes/Richardson. Nardini, Concer-
to; Beethoven, Six Country Dances; Alan Richard-
son, Autumn Sketches; Sonatas by Rawsthorne and
Lennox Berkeley; and the first performance of Viola
Fantasy by Sebastian Forbes (dedicated to his
father)

Illustrated Lecture: Simon Rowland-Jones on the
preparation of his new edition and the recording of
the Bach cello suites for viola. During his lecture
he will demonstrate movements from the Gth Suite
on his 5-string viola.

Lecture: “The Primrose American Connection,” by
Myron Rosenblum (former student of William
Primrose and first president of the American Viola
Society)

Celebrity Recital: Michael Kugel (viola), Peter
Evans (piano). Britten, Lachrymae; Schuber, Arpeg-
gione Sonata; Paganini, Sonata for Grand Viola;
Schumann, Adagio and Allegro; Hindemith, Sonata
op. 11, no. 4; Waxman, Carmen-Fantasie

Civic Reception

3 SATURDAY 18 JuLy

AM. 9:30 Master class: Michael Kugel with Peter Evans

11:30

p.M. 1:45

3:15
5:00

8:00

10:00

(piano). Shostakovich, Sonata for viola and grand
piano op. 147

Recital: Michael Beeston (viola). Kenneth
Leighton, Fantasia on the name Bach;
Forbes/Richardson, Two Scottish Songs;

Hans G4l, Suite

Recital: Works by Scottish composers performed
by violists of the younger generation, including
Duncan Ferguson, Rebecca Low, Vanessa
McNaught, Su Zhen, and Esther Geldard (who
will perform the world premiere of a new work by
David Horne). Other composers to be featured:
Sally Beamish, Robin Orr, J.B. McEwen,
Norman Fulton, William Wordsworth

and John Maxwell Geddes

Illustrated Talk: Viola making, by Rex England
Recital: In memory of William Primrose and
Watson Forbes. Kenta Matsumi (viola) and Yuko
Sasaki (piano). A program of transcriptions and
arrangements by Primrose and Forbes

Concert: Glasgow Festival Strings, conducted by
James Durrant, including the world premiere of a
concerto for viola and strings by Edward McGuire,
played by Gilliane Haddow, and Pastoral Fantasia
by William Alwyn (soloist Stephen Tees)

Ceilidh dance at Piping Centre. McNab’s Ceilidh
Band, featuring Mairi Campbell (viola), who will
also demonstrate traditional Scottish viola playing

%3 SUNDAY 19 JuLy

A.M.

P.M.

9:00
10:00

11:30

2:15

International Viola Society A.G.M.

Workshop for less advanced players: “Back to
Basics,” led by James Durrant

Coffee Concert: Clarinet, viola, and piano. Robert
Plane, Phillip Dukes, and Sophia Rabman

Viola ensemble concert: To include Elegy for four
violas by Marie Dare; Fantasia for four violas

by York Bowen; Introduction and Andante

for six violas by B.J. Dale; and Divertimento for
twenty violas by Edward McGuire

Tea and Farewell

P 5N
PLEASE NoOTE:

A registration form
for the XXVI International Viola Con-
gress is provided on page 11.




L5 XXPH International Piola Congress <
ReGisTraTION FORM
photocopies will be accepted

Name

Address

Telephone/fax
I am currently a member of AVS / CVS / IVS (please circle applicable organization)

I enclose £ (Please also circle the applicable rate of payment specified below)

CONGRESS FEES

Full congress fee £80
Full congress fee (student rate) £40
AVS/CVS/IVS members £70

AVS/CVS/IVS members (student rate) £38
Civic reception is included in the full congress fee.

DaAILy RATES

General £25
Student £12

Coffee, tea, soft drinks, and biscuits (twice a day) are included in the above rates.
N.B. Individual tickets for the general public to a certain number of congress events will be
available from The Box Office, Royal Scottish Academy of Music & Drama,

100 Renfrew Street, Glasgow G2 3DB Scotland.

PAYMENT INFORMATION

¢ Checks should be made payable to “International Viola Congress.”

* Overseas delegates please pay by international money orders in British pounds sterling.

* We regret we cannot accept credit cards.

¢ All congress delegates are responsible for arranging and paying for their own travel, accommodations, and meals

during the congress.
* We are happy to send you lists of different types of accommodations within easy reach of the RSAMD.

This form should be sent with payment to:
The Secretary and Treasurer, XXVI International Viola Congress
3 Victoria Circus
Glasgow G12 9LB
Scotland U.K.

ﬂ@ tel. 0141 334 4867 @q

e-mail: durrant@dial.pipex.com

n— S —




Csaba Erdélyi and his 1991 Joseph Curtin viola.

"IN A SENSE IT WAS A PREMIERE FOR THE BARTOK CONCERTO...
AND FOR MY JOSEPH CURTIN VIOLA."

IE January of 1992, violist Csaba
rdélyi returned to his native Hun-
gary for a concert to be broadcast live
from the Budapest Opera.

"It was a double premiere,” says
Erdélyi. "I spent ten years restoring
Bart6k's viola concerto from his origi-
nal manuscript, and this was its debut.
It was also the first concerto perfor-
mance for my Joseph Curtin viola.
Both were praised highly."

Csaba Erdélyi established his pres-
ence in the music world with another
first. In 1972 he became the only viola
player ever to win the prestigious Carl
Flesch International Violin Competi-
tion. He went on to serve as principal
of the Philharmonia Orchestra and
violist in the Chilingirian Quartet,

reaching a wider audience as the solo
viola player in the film score Amadeus.
"It's a rare treat to own an instrument
that has a strong, mature, even, rich
tone in all its registers, and the perfect
health of a young instrument. It has
blended beautifully with Strad and
Guarneri violins, as well as Goffriller
and Montagnana cellos. I've trusted it
in extreme climates from Brazil to
Alaska. When I premiered the Bartok,
it was just six months old - and already
magnificent. Yehudi Menuhin, my
mentor and frequent concert partner,
saw it, played it, and immediately
ordered a violin from Joseph."
Erdélyi's most recent recording, Liszt
and the Viola, is now available from
Hungaroton [HCD 31724].

fter 12 years with Curtin & Alf,

Joseph Curtin has opened his
own studio in downtown Ann Arbor,
where he continues to build concert-
quality violins and violas.

If you need an instrument for an
upcoming tour or competition, your
next CD, or simply your next lesson,
call Joseph Curtin Studios. You may
wish to commission a violin or viola
to suit your particular performance
style, or select from currently avail-
able instruments. Please send for a
price list and free color brochure.

205 North Main Street
Ann Arbor, MI 48104
(313) 665-1303 Fax 665-1305
http://www.msen.com/~violins

CoNCERT VIOLINS & VIOLAS

JosepH CURTIN STUDIOS



The Canadian Viola Society is pleased to announce that the International Viola Congress will
be held June 9-12, 1999, in Guelph, Ontario, Canada. (Guelph is a university community

about one hour’s drive west of Toronto.) The artistic chair will be Ms. Jutta Puchhammer. If

interest warrants, a third of the performance time will be devoted to Canadian performers and
works, with the remainder of the program divided between performers from the United States
and other parts of the world.

If you are interested in presenting a program, lecture, or master class, contact:

Jutta Puchhammer-Sedillot, 1999 Congress Artistic Chair
7995 Sartre, Brossard, Quebec J4X 1S3
TEL: (514) 923-3063; fax (514) 923-4996

e-mail: jutta.puchhammer@sympatico.ca
Other questions can be directed to:

Henry Janzen, President

RR#2

Guelph, Ontario N1H 6H8

TEL: (519) 837-0529

e-mail: hjanzen@uoguelph.ca
or

Ann Frederking, Secretary, Treasurer, Newsletter Editor

2030 Woodglen Crescent

Gloucester, Ontario K1] 6G4

TEL/FAX: (613) 749-5815

e-mail: fredrkng@trytel.com

BE A CONTRIBUTOR TO OR
BENEFACTOR OF THE AVS

Your contributions are tax deductible
and are greatly appreciated.

(SEE MEMBERSHIP ENROLLMENT FORM IN THIS ISSUE— page 111)

IF 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?

13




“What'’s harder to find than a

good violin?”

Concert violas are a lot harder to find than good violins.
That makes sponsoring new violas all the more important.
And with my new program for financing viola commissions,
you can enjoy great C string sound without struggling over the
size of the instrument . . . or its payments either. Why not call
me to discuss the ideal instrument for your concert needs?

Gregg T. Alf

(Concert Violas [ oo

For a free color brochure, contactALF Stubp1OS at
1221 Prospect, Ann Arbor, MI 48104 (734) 665-2012 FAX (734) 665-4623
E-mail: info@alfstudios.com www.alfstudios.com



PANEL DIscUsSION: THE BARTOK Viora CONCERTO

Transcript prepared by Donald Maurice

Panelists:
Donald Maurice—New Zealand (chair)
Elliott Antokoletz—Austin, Texas
David Dalton—Provo, Utah
Csaba Erdélyi—Bloomington, Indiana
Malcolm Gillies—Australia
Paul Neubauer—New York, New York

SESSION ONE

Maurice: It gives me great pleasure to wel-
come you to this session, the first session of
two, devoted to Béla Barték’s Viola Concerto.
We are very fortunate to have a distinguished
international panel of guests, each of whom
has had a significant involvement with this
work, either as a performer, a reviser, a musi-
cologist, or in some cases, as all three. In
today’s session, guests will introduce different
aspects of the history and will also include the
current status of the Bart6k Viola Concerto.

None of you need to be told this work
has been one of the most problematic in the
viola repertoire since its appearance over 50
years ago. However, the precise reasons behind
this ongoing controversy may not be so well
known. After hearing the speakers today you
will be more aware of the reasons behind the
controversy and will be all the more curious
to hear the views of the panel members in
the second session tomorrow. In the second
session we will be discussing specific aspects
of structure, note correction, orchestration,
tempi, bowing, and articulation.

It is now my pleasure to introduce to
you the members of the panel in the order
they will speak today.

First, may I welcome Elliott Antokoletz,
who is a professor here at the University of
Texas, an internationally recognized Barték
scholar and author, and I believe a somewhat
shy violist. Elliott is a leading analyst of the

music of Barték and any of you who have
read—and survived—his Study of Tonality
and Progression in Barték’s Music will be in
awe at the depth of his understanding of
Bart6K’s musical language. Elliott will discuss
the actual manuscript of the Viola Concerto
and, as far as possible, explain exactly what
information its contents reveal to us.

Second, I welcome David Dalton, profes-
sor of viola at Brigham Young University.
After several decades of service to the viola
world in a variety of roles, David needs no
introduction to you, but I would like to bring
attention to his special contribution to the
Barték Viola Concerto. His interviews with
Tibor Serly and William Primrose, included
in his doctoral thesis of 1970 at Indiana Uni-
versity, have proven to be an invaluable source
of information for scholars ever since. Indeed,
without these interviews an important part of
musical history would never have been re-
corded. David will discuss the involvement of
Tibor Serly in reconstructing this work from
the sketches.

Third, I will speak about my own involve-
ment with the Concerto.

Fourth, may I welcome Csaba Erdélyi,
originally from Budapest and now a resident
of Bloomington. Csaba is an international
soloist and chamber musician and travels reg-
ularly between Europe and North America,
and occasionally to Australia and New Zea-
land. His special interest in the Barték Viola
Concerto was highlighted in a performance
he gave in 1992 with the Budapest Symphony
Orchestra, in which he performed his own
revision.

Fifth, I welcome Paul Neubauer, consul-
tant violist to Peter Barték in the recently
published revision of Boosey & Hawkes. Paul
has given many performances of the revised
version in both North and South America
and in Europe. He will today be talking about

15

Rocking direction

Belly

Soundpost



16

how he became involved in this revision and
his role in its preparation.

Finally, I would like to welcome Malcolm
Gillies, professor at the University of Queens-
land in Brisbane and an internationally recog-
nized musicologist with a special interest in
the life and music of Bela Barték. Malcolm
has been one of the most prolific writers on
Bart6k in recent decades. Like Elliott, he is a
somewhat shy violist. Malcolm will share his
thoughts on the direction the Viola Concerto
may possibly have taken had Barték lived
long enough to see it through to publication.

Antokoletz: I am going to give an objective
description of the structure and the contents
of the autograph manuscript draft. I am not
going to interpret anything; rather, I am go-
ing to leave that to the various lectures on
revisions and other issues.

In his letter to William Primrose written
5 August 1945, Barték gave the following
account of the compositional stage of the
Concerto: “However embryonic the state of
the work still is, the general plan and ideas are
already fixed. So I can tell you that it will
be in four movements: a serious allegro, a
scherzo, a rather short slow movement, and
a finale beginning allegretto and developing
the tempo to an allegro molto. Each move-
ment, or at least three of them, will be pre-
ceded by a short recurring introduction,
mostly of the viola, a kind of ritornello.”

At Bart6k’s death, about seven weeks
later, on 26 September 1945, the Concerto
was left in three movements in unfinished,
draft form. On 8 September, Barték had stated
that the Concerto was “ready in draft, so that
only the score has to be written, which means
a purely mechanical work, so to speak.”

On 21 September, when Tibor Serly
asked Barték whether the Concerto was ready,
Bart6k replied yes and no. Even though
the manuscript was given by Serly to the
Budapest Barték Archives in 1963 and has
been made available by Peter Barték and
Nelson Dellamaggiore through the publica-
tion of the Facsimile of the Autograph Draft
in 1995, Bart6k’s equivocal answer can be
clarified only in certain concrete ways.

The inconsistencies among revisions of
the work by different scholars since the first

attempt by Serly in the 1940s reveal that the
task of uncovering an authentic, final version
by scrutinizing the manuscript itself is not
always a clear-cut or “purely mechanical”
endeavor. Initial perusal of the manuscript
reveals a kind of mosaic appearance in which
we find structural as well as textural gaps. To
appreciate the scholarly and editorial difficul-
ties encountered in any attempt to recon-
struct Bart6k’s own conception of the piece,
we first need to provide a general description
of the manuscript, including an outline of its
overall structure, a summary of the local page
contents, scrutiny of some of the basic details
belonging to the various musical parameters,
and a general assessment as to the manu-
script’s stage in the compositional process.
Some of the main items we must address
are the connecting links between the move-
ments, the single page written in ink, the
elaboration of the orchestral texture, and
Barték’s occasional instrumental indications.
Some of the more detailed points of explo-
ration include ambiguities of pitch, register,
ties, rhythmic durations, and exact place-
ments of marginal interpolation.

I shall begin with a brief summary of the
overall structure of the draft. It has been
described by Sindor Kovécs and approached
from a slightly different perspective by Ldszlé
Somfai. As is in Somfai’s diagram, the com-
plete, existing manuscript of the Concerto is
comprised of 16 pages, on four bifolios—
that is, four double-sided folded sheets. Since
two of the 16 pages were left blank by Barték
and another page contained the first version
of the opening of movement one, we can con-
sider a total of 13 pages as the work’s entire
content.

One of the most difficult tasks in analyz-
ing the manuscript draft is determining the
final compositional ordering of the pages,
which obviously differs from the page se-
quence on the four bifolios. If we look at the
sequence of pages in the manuscript draft, we
have part of movement one, another part of
movement one, a draft of movement two, an
upside-down draft of the opening of move-
ment three, then back to movement one, and
so on and so forth. The organization, as you
can see, is quite scattered. The obvious ques-
tion is, of course, “Why?”



Well, we can only speculate as to the
order in which Barték worked on the differ-
ent movements. Today we say, “Oh well, we
know the order of the movements is the order
of the pages,” but if we're looking at the manu-
script draft it’s not so easy to determine even
what movements we're talking about. It’s
my guess that Bartdk developed the material
more or less in the order of the pages in the
bifolios. One of the reasons I have for this
assumption is that knowing drafts of other
works of Barték, I very often find sketches of
the fourth or fifth movement right within the
first movement material. Whenever Barték
had an idea, he would place it in there—so
things appear out of order. His thinking pro-
cess was often based on composing the whole
work at the same time.

Perhaps the difference in paper—for ex-
ample, parchment for the first bifolio and the
Carl Fischer paper for the second through
fourth bifolio—may provide some clues for
speculation. To start with, on facsimile page 12
of the bifolio Barték began a third draft of
movement one, composing the first 43 mea-
sures. Here is page 12 of the facsimile. I've
indicated it as page 1, because it is, of course,
the opening of the Concerto; so it’s composi-
tional page 1, or musical page 1, but facsimile
order page 12. As the only page of the manu-
script in ink, this revised page seems to repre-
sent, by comparison to other pages, the latest
phase in the compositional process. As such,
it should be placed as page 1 in the composi-
tional ordering. This page contains the first
theme material and transition, which begins
at measure 41.

According to Somfai, however, the posi-
tion of the page in the third bifolio speaks
against this page as the beginning of a piano
score for William Primrose and rather sug-
gests that Barték’s continually heavy correc-
tions eventually required substitution of the
page with a clear copy. I believe that may be
partly true, but I don’t think that would
be the answer to all of this—why in any case
it should appear as page 12 in the facsimile;
that is, why it appears at that point.

Facsimile page 9 of the third bifolio is
actually page 2 of the compositional ordering.
It continues from facsimile page 12 in the
order of the first movement, so it should be

placed as page 2 in the order of the composi-
tional sequence. This page contains theme
two, which begins at measure 52, and the
closing theme, which begins at measure 61.
I am not going to go through the sonata form
for you—that’s not my purpose for being here.
But there is a reason I'm pointing out these
thematic areas.

For example, if we look at facsimile page
13, which is actually page 5 of compositional
ordering, what we have is the beginning of the
recapitulation with a very sketchy form of
theme one. As you can see, there’s not much
of theme one presented here: a recapitulation,
at least in terms of what we are seeing, and a
very sketchy form of the transition, which is
a little more complete. The same thing occurs
on facsimile page 14 with theme two, which is
similarly sketchy—just two measures long.

Of course, Barték had very little time,
and so he was presenting an abbreviation of
the material in the recapitulation, probably
assuming that we knew what the material
was; we've already seen the fuller material of
the exposition, so we simply need to recall it.
But I think it’s a fallacy to look at Bart6k’s
sketches that way because, as we know, or
at least from my experience, there isn’t any
single recapitulation in Barték’s music that
looks exactly or much like the original.
Rather, everything is transformational, varia-
tional. A good example is the Allegro barbaro.
Just look at the recapitulation there—it’s
hardly a recap. Or look at the third move-
ment of the Fourth Quartet, in which Barték
refers to the recap, which has nothing whatso-
ever to do with the opening except that when
you listen to it, it just feels like a recapitu-
lation. So, to assume that the recapitulation
would have been exactly the same—Bart6k
simply mechanically writing out the material
from the exposition—is a mistake. Rather,
because Barték had so little time, these are
the areas he could cut—areas where he could
save time in an effort to get the piece in some
sort of completed form for Primrose.

What I will do, since I have two minutes,
is show you some interesting things about the
pages themselves. Perusal of some of the details
of the manuscript reveals a number of puz-
zling indications. On composition page 1,
which is the ink page, Barték wrote “con 8,”
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with octave. We don't really know what this
means. Did Barték want it to be a figure in a
different octave position, or did he want it to
double with another instrument? On facsimile
page 3 we also have an octave sign with simi-
lar ambiguity. But more interesting is some-
thing on facsimile page 10, which is page 3 of
the composition. In this 3/4 measure, Barték
crossed out the figure “D§-E-F§” and added
“E4-F4-A$.” But under the crossed-out figure
he wrote marad, which means “stays” in Hun-
garian. These indications result in a 4/4 line,
and as such we have a problem in deciding
which triplet figure is Barték’s choice. In my
discussion of this with Csaba Erdélyi, he felt
the second figure had more tension. This is
an intuitive response, which is probably, at
least in this case, the best way of handling the
issue.

I have one more example. On composi-
tion page 4 it is difficult to discern if there
is a natural sign over the D, which cancels
the D} earlier. The question is whether the
whole note is Df or whether a tie is missing
from the previous D, which would then, of
course, make the D natural really a D§. The
D# interpretation seems correct because the D
under the last quarter note, Ch, would form
an enharmonically spelled octave. On the
same page we encounter other difficulties in
discerning natural signs due to similar prob-
lems with ties that are missing and so on.
These are some of the problems that come up
in the manuscript.

We don’t have time to get into some of
the structural problems here: for example, the
connective link between the end of the first
movement, which is the last page of the bifo-
lios and which really would have led into the
scherzo movement. Since Bart6k eliminated
the scherzo movement, there are problems.
Consequently, revisionists would add material
or try to make connective material so that it
would lead tonally into it.

Many other such questions could be
asked about the details of the draft. Some
of these questions can be answered only by
acquiring an in-depth knowledge of Barték’s
musical language. I think we need to know
his musical language rather than just looking
at primary sources or any other kind of source
material.

Therefore, it is essential to approach the
manuscript draft not only by studying the pri-
mary source materials, by using intuition, and
by comparing the Concerto draft with sketches
of other Barték works at seemingly compa-
rable stages of the compositional process, but
also by means of a theoretical, analytical ap-
proach that takes into account BartéK’s folk
music sources, or insights into principles of
modality, polymodal combination, and the
more abstract types of pitch sets, such as
hybrid modes, the octatonic scale, and other
more chromatic, symmetrical, or cyclic inter-
val configurations.

In summary, the Viola Concerto is not a
complete work, but instead a relatively late
draft of a short score. However, Bartdk has left
us enough information to permit a closer ren-
dition of his authentic conception. This can
be achieved only by the combined levels of
research suggested above. Nevertheless, we
must still expect some structural and local
problems in terms of figural placement, acci-
dentals, and other markings, as well as the lack
of dynamics, in coming to a definitive version.

Dalton: I studied the Barték Viola Concerto
with Primrose in Southern California in the
mid-60s and in 1967 enrolled at Indiana Uni-
versity—where Primrose had become a faculty
member—to begin and eventually finish my
doctorate in viola. At the time I.U. required
a thesis or “document” of all doctoral candi-
dates studying performance. Because I had
studied the Concerto with Primrose and knew
he had commissioned the work, I chose to
examine the Barték Concerto in a harmonic
and structural analysis of my own and also to
interview the two most important people,
other than the composer, who were associated
with its coming forth: Primrose and Tibor
Serly. These interviews proved to be much
more valuable, incidentally, than my wholly
inconsequential analysis.

Primrose acceded to my request and also
offered me a calling card, or an introduction,
to Mr. Serly, then living in New York City. At
the time I knew very little about Setly’s role
in bringing the Concerto to publication. He
was very cordial and invited me to New York
in 1969, where I interviewed him in his apart-
ment for about two hours.
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Serly had a photostat of the manuscript
of the Concerto, which he and I went over in
some detail. At the time I talked to him it was
not known precisely where the autograph
was. We assumed that Peter Bartdék had it,
but we also assumed that the original manu-
script had been lost or misplaced. I completed
my thesis in 1970; a copy went to the library
of Indiana University, another to University
Microfilms, and another to the University of
Michigan, including a dissertation abstract.
Such scholarly writings were generally made
available to other interested researchers.
Through these sources the word got out, it
seems, that new research had been done on
Bartdk’s last work.

Serly, in 1975, wrote in the College Music
Symposium an article entitled “A Belated Ac-
count of a Twentieth-Century Masterpiece.”
Here he details his role in putting the Concerto
together, as we know it today, on the basis of
the manuscript. I think he wrote this article
in a way, perhaps, of self-justification. After
Bart6k’s death Serly did not go to the heirs of
the Bartdk estate and say, “Give me the viola
manuscript. I want the honor of bringing it
to publication form.” Quite the contrary,
Peter and Ditta Barték, Béla’s son and widow,
approached Tibor and said, “We have the
manuscript for the Third Piano Concerto”
which wasn’t quite finished, “and we have this
manuscript for the Viola Concerto,” both of
which Barték was working on at the time
of his death. Serly felt duty-bound to his
deceased and close friend to be involved in
completing the relatively few bars of the piano
work and rescuing the Viola Concerto.

Tibor Serly was born in Budapest in 1901
and came to the United States as a young man.
He returned to Hungary to study composi-
tion with Kodély at the Franz Liszt Academy;,
where he became acquainted with Barték.
Barték came to Cincinnati in 1923. Why to
the Midwest of the United States? Because
Serly was playing in the viola section of the
Cincinnati Symphony at that time and had
acted as a kind of sponsor for Barték. Barték
eventually settled in New York in 1940.

Serly must have been a good violist. He
later joined the Philadelphia Orchestra under
Stokowski and finally the NBC Orchestra

with Toscanini. As a composer he had also

written a viola concerto which predated by
two years Walton’s viola concerto. Some of
you may well know the Serly Viola Concerto,
which is a very good work. Clearly, as a violist
and composer he knew something of what he
was about. As I mentioned, Serly was a very
close friend of Barték. He had orchestrated
some pieces from Mikrokosmos with Bartok’s
approval and, as Serly writes, he even added
some compositional ideas to it, apparently
with Barték’s approval. Consequently, Serly
became the logical one in the minds of the
family to look over the incomplete scores after
BartdK’s death, particularly the viola score.

In 1976 my interviews with Serly and
Primrose were published in the British jour-
nal Music and Letters. At about the same time
and into the 1980s, a critical study was being
made of the Concerto in the Bartdk Archives,
Budapest. Professor Ldszlé Somfai for one,
and particularly Sdndor Kovics, wrote at
length on the reconstruction of this work. I
perceived in Serly when I interviewed him
in 1969—the twentieth anniversary since
the Concerto’s premiere with Primrose and the
Minneapolis Symphony under Antal Dorati—
that he had been rather silent on the subject.
Despite the fact that the Concerto had been
received publicly with enthusiasm, in some
quarters it was looked on with great suspi-
cion. Halsey Stevens, who I think wrote the
first biography of Barték in English, rather
dismissed the work, and I think Serly was
hurt by this. Then, suspicions arose that Serly
might even have become meddlesome in its
reconstruction.

In summary, I believe by the time I talked
to Serly, the Concerto had become rather an
albatross to him. I think he had the very
best intentions of bringing this work to life,
these intentions being based on respect for
Bart6k, whom he considered a genius out-
right. Because of his affection for Barték, he
felt an obligation to accede to the family’s
request. Nevertheless, he was a composer in
his own right, and in a way his own reputa-
tion was brought into question as a composer
because he may have meddled in the master’s
work—at least in the eyes of some critics.

In 1982, at Brigham Young University, I
had a master’s degree student, Kevin Call, who
wrote a comparative study of the Concerto



using five different sources that we had in the
Primrose International Viola Archive. We had
a photostat of the Barték manuscript and the
work score which had been given to us by
Primrose. This was not the piano reduction
we have from Boosey & Hawkes, but a short
score, viola and piano, that had been recon-
structed by Serly. This is probably the one
that was used at its first private performance
in about 1948.

Serly invited a small group of friends to
attend a private hearing, and he also provided
a version for cello. David Soyer, currently of
the Guarneri Quartet, gave that private run-
through of the cello version, and Burton
Fisch, the viola version. Serly, on that occa-
sion, asked those in attendance to give their
impressions; the vote went to the cello ver-
sion. That particular interest in our time has
been revived through Starker and also Yo-Yo
Ma. But Primrose told me that the thing that
saved the work for the viola was the fact that
he had the letter from Barték. It was consid-
ered a legal document, and our Concerto was
rescued from the clutches of all those avari-
cious cellists.

Kevin Call’s note-for-note comparison
came along about the same time, I believe, as
the Hungarian musicology article. Call’s com-
parative study also used the published Boosey
& Hawkes score as well some annotations of
Serly on the Concerto contained in the Serly
papers that came to PIVA. Then there was the
“Primrose tradition.” As we know, Primrose
changed some of the notes, tempi, and bow-
ings even from those in the Boosey & Hawkes
published version, which he edited.

What we are doing right here, today,
is about 20-years belated. I will explain. At
the International Viola Congress in Provo in
July 1979, of which I was host chair, I had
planned to have both Primrose and Tibor
Serly in attendance, and perhaps some others,
to discuss their roles in the coming forth of
the Viola Concerto and to bring us up to
date as to what had happened to the work
since its premi&re 30 years before. It had been
very successful with the public and enor-
mously successful as far as we violists were
concerned. We have a good piece, regardless
of how much of the work is Barték’s and how
much of the work is Serly’s.

This panel was all arranged in October of
1978. I talked with Serly, he agreed to attend,
and he promised to send PIVA a copy of
the photostat of the Barték manuscript as sort
of a prelude to the eventual panel discussion
on the Concerto. At that time there was a
legal wrangle going on between the Bart6k
Archives in Budapest and the Barték Archives
in New York, and he said, “I probably shouldn’
do this, but I'm going to do it anyway. I'm
going to England and I will send the copy
when I come back at the end of the month.”

About a week later I got a call from
Miriam Serly, who said, “Oh, David, some-
thing terrible has happened to Tibor.” I said,
“What on earth has happened to Tibor?” She
replied, “He was killed yesterday when he
crossed a London intersection, didn’t look the
right way, and was hit by a car.” Obviously,
we didn’t have the panel. Miriam Serly was
invited to the congress, came, and delivered a
copy of the photostat as promised.

My personal feeling about Tibor Serly’s
role is that this was a labor of love he felt he
needed to perform. He said at one time that
he added very little and that the viola part,
in essence, was complete. Really, I think the
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orchestration is essentially Serly’s. Primrose
maintained, when he saw the manuscript
after Barték’s death, that it was a jigsaw puz-
zle to him and he'd almost given up hope that
anything could become of it.

When I looked at it I was surprised that
there was so much existing. I don't think that
the present controversy, or this study, will ever
be complete. But as a performing violist, I am
happy that we have a successful and satisfying
work. I appreciate the research that continues
on the subject. Whether the new version will
replace entirely, or not make a dent in the
already established one, 'm not prepared to
say. But it's wonderful that we're having this
discussion today.

Maurice: I just wanted to say a couple of
words about the Burton Fisch performance in
1948. The people voted eight to six in favor
of the cello version, with two people abstain-
ing. We're not exactly sure who all of the 16
people were, but we do know who some of
them were. I think this was a very important
performance. I have actually recently acquired
a copy of the viola part that Tibor Serly gave
Burton Fisch and a recording of that session
in 1948, which allows us to see exactly what
state it was in before William Primrose was
given the work. I think this is very important
because it shows exactly what William Prim-
rose changed after Serly gave him the music.

In terms of my own involvement with
this work, I began research in 1978 while I
was studying at the University of Washington
with Donald McInnes. During the summer
of that year William Primrose gave a talk at
the Banff Center, sharing his views on inter-
pretive aspects of the Concerto. It was his lib-
eral approach to changing notes and phrasing
in the Serly version that initially led me to
investigate the work more closely.

After reading Serly’s comments and ex-
amining small excerpts of the manuscript,
which was all that was available to me then,
I was sufficiently convinced that a thorough
investigation was necessary. A number of
structural issues became apparent, and I sug-
gested some alternative solutions to a few of
these problems. These suggestions were
demonstrated with edited tapes of existing
recordings, which presented some alternative

links in the work. At this point my sugges-
tions were strictly related to structure. With-
out the evidence of the full sketches, it was
impossible to comment on much else.

When I finally acquired a copy of the
manuscript sketches in 1987, I reactivated my
project. Every reservation that I had back in
1979 was reinforced and many more issues
became apparent. My views regarding struc-
ture became firmer and additional issues of
orchestration, phrasing, tempo, and dynamics
also arose. The greatest revelation of all was
the number of pitches in the score that had
been changed by Tibor Serly.

By comparing the viola part of Burton
Fisch with the viola part of Primrose, which
is also in my possession, we find 241 notes in
the wrong octave, 185 notes with altered
pitches, 64 enharmonic changes—perhaps
not so serious to a performer, but perhaps to a
musicologist—and 30 added bars in the
work. So, in regards to the statements about
material not being added, obviously this is
the evidence otherwise.

In the first movement, 63 notes were
changed by Serly and a further 15 after Prim-
rose’s involvement. Primrose didn’t change
anything in the second movement. In the
third movement, 159 notes were changed to
another octave and 97 notes changed pitches.
Of course, this relates to the middle section,
which is transposed to a different key, so it
is kind of an unfair figure. It gives a false
impression, since this was a whole chunk of
notes moved to a different key. However,
that’s another matter.

Over the following two years I studied
these sketches, and in 1989 I visited Zoltan
Székely in Banff to seek his advice. I played
him my revision of the work as it was at that
point, with the structural changes, note cor-
rections, and many different phrasings. In
summary I would say that Mr. Székely was
very well aware of the weight that could be
put into any comment he made because of
his status as a colleague and close friend to
Barték, so his comments were very carefully
measured. But I would say his response over-
all was very positive, and he encouraged me
to continue with what I was doing. I gave the
first public performance of this first draft with
piano during my stay in Banff in 1989, and



after returning to Wellington I performed this
same draft with orchestra in May of that year.

Following these performances I discon-
tinued my work on the Concerto for three
years. Then in 1992 I was invited to present
the results of my work to the Viola Congress
in Chicago. Part of the invitation provided
that I present a videotape of a performance.
So I spent the summer of 1992 once again
surrounded by manuscript paper, analyzing
the sketches yet another time, in an effort to
arrive at a result as close as possible to the
sketches. In my later communications with
Peter Bartdk, he suggested that he could not
really see how my conclusions could differ
much from his since we were referring to the
same source. However, there was, and still is,
no doubt in my mind that the state of the
sketches leaves many possibilities for arriving
at workable solutions. It became apparent
early on that the task was impossible without
extensive reference to other works of Barték,
especially in respect to orchestration and
phrasing, and to some degree in respect to
structure. The only aspects that one could
really view as isolated to the sketches were
those of pitch, rhythm, and tempo.

The aspect of dynamics was the most dif-
ficult to decide upon, due to the almost total
lack of clues in the sketches and the unique-
ness of the work made comparison with other
works somewhat futile. To a large degree one
is reliant on instinct, and this instinct, per-
haps better described as experience, must be
steeped in a thorough familiarity with the
music of Bartok in general.

While preparing a score, I had also begun
working through the logistics of obtaining the
necessary legal clearances. I began communi-
cating with Peter Barték, Boosey & Hawkes
in Sydney, the Australian Performing Rights
Association, and the Australian Mechanical
Copyright Owners’ Society. The performance
took place on 4 May 1993 and was recorded
on video. Those of you who were at the
Chicago conference may remember this.

After returning to New Zealand I decided
I would take up the case for publication with
Boosey & Hawkes. It seems that the Sydney
office had forwarded the original request of
permission for the performance to the London

office, and the London office had not realized

it was a revision. The reply from Boosey &
Hawkes was short and swift and amounted to
a total ban on my work. This ban, of course,
came rather too late, as I had already shared the
material with those of you in Chicago. While
this message from Boosey & Hawkes has tied
my hands completely from publishing the
score or showing the video publicly, it has not
restricted me from writing articles and giving
lectures on the subject. I have, in fact, recently
completed a Ph.D. thesis based on my research
over the last decade or so, and I hope to release
this in the form of a book in the near future.

I don’t intend to talk very much about
my actual revision today because that will
come out tomorrow in the discussions, and I
know we'll run out of time if I talk for too
much longer now. However, I would like to
mention just two spots in the Concerto where
I know my version differs from the other two
revisions.

The first is the Lento parlando section
between the first two movements, which I
decided to omit completely from the Concerto
on the basis that the first movement finished
in C major. The Lento parlando ends with a
2/4 in the manuscript, so the only way to put
the Lento parlando in and make any logical
sense of what follows is to connect it directly to
the last movement. As you will remember, the
Lento parlando ends with a lot of descending
scales. The end of the second movement proper
also ends with a similar kind of descending
passage. My theory is that the Lento parlando
was the first attempt at a slow movement, later
replaced by the real slow movement. Now that,
no doubt, will cause some discussion.

The second aspect of the Concerto I wish
to discuss is the area between the Allegretto
and the final Allegro. There are some bars in
the manuscript which are difficult to place.
Tibor Serly left them out completely and I
have also chosen to leave them out completely.
Conversely, the Peter Barték version includes
them, as does Csaba’s, but in a different way.
Tomorrow we'll talk about how we deal with
these linking bars.

Just to tidy up my part of this presenta-
tion: since 1993 my direction of interest in this
work has changed, partly due to the chal-
lenges already mentioned in determining what
might have been had Bart6k lived longer, but
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also as a result of information that has become
available since that time. This research has
included extensive recorded interviews in
1996 with Zoltan Székely, communication
with Burton Fisch in 1996, discussions with
Lé4szlé6 Somfai, work with Malcolm Gillies,
and thorough examinations of the manuscript
drafts of the Second Violin Concerto and the
Third Piano Concerto.

Before closing, I think it would be very
arrogant not to acknowledge the influences
from the revisions of Paul Neubauer and
Csaba Erdélyi on my own view of this work. I
think they have had excellent insights, and
I would like now to pass the time over to

Csaba.

Erdélyi: I grew up in Budapest with Hungar-
ian folk music and especially Barték’s works.
I played Mikrokosmos on the piano from the
beginning of my musical studies, and I was
fortunate to be taught solfege from age 8 on.
At the young age of 14, I analyzed the later
works of Barték, including the Music for
Strings, Percussion and Celesta, and I sang
from memory the unaccompanied work for
choirs. So I have lived with Barték’s music
since my childhood.

When I became a viola player (I played
violin until age 18), I studied under Paul
Lukdcs, who at that time was the most re-
spected player of viola in central Europe—
a kind of figure like Lionel Tertis was for the
British viola world. Lukdcs played, of course,
the Serly version, the only available Barték
Viola Concerto. His recording became fa-
mous all over the world in the 1960s.

When I studied this work, I instinctively
felt which areas may not have been written by
Bart6k. Having known Bart6k’s language and
having a Hungarian folk music background,
I already had a later-proven intuition of where
Barték’s original notes were and where they
were not. Having played the Serly version
for many years, I finally came across the avail-
able photocopies at the Barték Archives in
Budapest. Apparently the manuscript was
lost, but there was one very, very strictly
guarded photocopy. Due to legal prohibi-
tions, you could not take it out of the library
and you could not make a photocopy of
it. So, like a pilgrim I went to the Barték

Archives, to Lészlé6 Somfai’s office with my
Serly score and started to write down, with
pencil, the most obvious differences between
the Boosey & Hawkes score and the manu-
script photocopy.

Already in the 1970s, when I played the
Concerto with orchestras in Great Britain, I
had changed obvious places, like the begin-
ning, which Barték notated “timpani,” not
“double bass and celli.” I gave a timpani part
to the timpani player and crossed out the
double bass. I cut the bassoon solo between
the first and second movements, which obvi-
ously did not figure anywhere in Barték’s
manuscript, but was rather Serly’s personal
decision. But studying the photocopy showed
me that further revisions would be a gigantic
task. It is only now, some 20 years later, that
I have come to some kind of peace in myself,
that I have discovered the naked truth of the
Concerto.

I wanted to make sure that in making my
revisions I would not be clouded by my love
and respect for Primrose, Serly, and Peter
Bart6k—a love that I genuinely have for these
individuals. There had been too many cloaks
put on the message of Barték. Even though it
was left unfinished, it represented a new start
in Barték’s music. This was the moment
when he, already with one foot in the other
world, almost dead, could see both worlds at
the same time and write music for the viola.
It is so important that he chose this instru-
ment for his transcendental message—this
deeply human, humane message! I wanted to
play nothing else but what Barték wrote, and
I dedicated myself to the hardship of achiev-
ing this.

Lészl6 Somfai, head of the Barték Archives
in Budapest and a scholar whom everybody
respects, was very diplomatic. Now, knowing
much more about the legal aspects of the
Bartdk Estate, I appreciate how reserved he
was at the beginning. Later on it was possible
to acquire the photocopies, and more and
more violists all over the world started to be-
come more aware of the differences between
the so-called “only authorized” version of
1949 and Bart6K’s writings. An article by Atar
Arad appeared in Viola Forum when he start-
ed to have similar interest and enthusiasm for
the project.
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Having played all the Bart6k string quar-
tets as the violist in the Chilingirian Quartet,
having played practically all the Bart6k or-
chestral works, having studied conducting
and composition with the next generation of
Barték scholars in Budapest, and as a Hun-
garian viola player, I felt that I had a role to
play in getting to the truth as much as pos-
sible. As I say, love and respect sometimes
cloud the issues at hand. One needs to sepa-
rate the scholarly research from personal
affection and respect for famous people. I
must say that Primrose had never played a
Bart6k string quartet at the time when the
Viola Concerto was written, and he was not
very acquainted with Barték’s style. Serly,
of course, studied with Kodaély, Bart6k’s per-
sonal friend and a Hungarian composer, but
Koddly had a very different personality from
Bartok.

Barték is unique in Hungarian music in
the sense that he is not overemotional. He
had this volcano inside him, and yet he pos-
sessed the precision of an astronomer. Every-
thing that he wrote—especially his works for
piano—incorporates tremendous art and dis-
cipline. Serly had a different type of personal-
ity. He liked to elongate his expression and
such personal preferences started to coat
Barték’s Viola Concerto to the point that the
people who really knew Barték dismissed
the Concerto. This was terrible for me as a
violist to hear. “This is not a work by Barték
—you have played something fake” they told
me, and I thought, “This cannot be. Even
though it’s not complete, this is a message
that needs to be heard in its purity.” After
many, many years of detailed study of the
manuscript and making myself available
to criticism and correction, I met up with
Professor Antokoletz, who was very helpful,
and with Liszl6 Somfai, who also opened up
and gave me very good advice.

In 1991 I printed out the first version
of my piano score and sent it to Peter Barték
with a very respectful letter stating that I
loved his father’s music and that as a violist
I felt it was my duty to clean-up the old edi-
tion. Further, I asked if he would be willing
to help me do so. He wrote back saying, “You
have infringed copyright and you must not
touch the piece.” He informed me that he

and Paul had already started to work on the
project, which was going to be published by
Boosey & Hawkes in a revised form. I got
hold of their score in order to study it and I
was very pleased to find that in about 90 to
93 percent of the piece we had corrected the
same things. But that other 7 to 10 percent
bothered me so much. Forty years had passed,
and they are going to bring out a second
authorized version with mistakes again! I
implored Peter Barték and Boosey & Hawkes
to consult, to sit down with Nelson Della-
maggiore and give me a chance to say where
I thought they may be wrong. I knew the
critics would surely slaughter the new printed
version if there were proven mistakes.

I was forbidden and refused consultation
because of a closed-shop policy. They had not
consulted with our leading musicologists, who
are seated here at this same table, nor with
Lészl6 Somfai, even though he had written
the preface to the facsimile manuscript. So
my point is, the case is not finished.

As a final statement, [ would like to read
from a letter Somfai wrote to me:

“Csaba, I totally agree with you about the
Viola Concerto. To my mind the case is not
closed, in spite of the appearance of the new
Boosey & Hawkes score revised by Della-
maggiore. I heard this version twice with
Neubauer, in 1995, and even with the doubt-
less corrections, this is still essentially surface
treatment only. A real composer should have
taken on the task. I suspect that [once they
know] the facsimile edition this is going to
become more obvious to more and more
people. At present however, only Peter Barték
can give permission to a newly started, only
from the source—not further correcting the
Serly version—reconstruction of the Barték
Viola Concerto.”

Paul Neubauer: I thought I would talk about
my involvement in this project. In the early
1980s I also was at Brigham Young University
looking at the manuscripts and noticed quite
a few discrepancies between the manuscript
and what everyone was playing at that time.
I spent a lot of hours doing the same thing
that Csaba has done: changing the Serly part.
Over the next five or six years, I performed
my own version of this piece, which was very



T e e S I LI L L L LI I L E L LTI T,

AMERICAN
MusicAL INSTRUMENT

CLAIRE GIVENS
VIOLINS, INC.

VIOLAS VIOLA BOWS ) ) o
Jago Peternella, Venice 1957 Dupuy a Paris _ The American Musical Instrument Society is an
Arthur Toman, Boston 1993 C. N.Bazin international organization founded in 1971 to
Michael Scoggins, Salt Lk. City 1997  Collin - Mezin \ promote the study of the history, design, and use
Richard Oppelt, New York 1982 Albert Nurnberger of musical instruments in all cultures and from all
Lothar Meisel, Owatonna 1979 Unstamped, French \ periods.
John Tartaglia, Minneapolis 1995 R. Zabinski, Mpls. For information about membership, annual
G. Garvaglia, Chicago 1986 Dodd meetings, publications, awards, and student travel
Reinhold Schnabl, Germany 1976 F. K. Mueller grants, please contact:
Joseph Horvath, Cleveland 1968 R.C. Neuville
Karl Wurm, Erlangen 1978 R. Dotschkail . Jeannine E. Abel
Petko Stoynov, Bulgaria 1997 Jean Bouvin AMIS Secretary
K. Gerhard Penzel RD. #3, Box 205-B
EARLY VIOLAS & BOWS  A. Moinier, Mirecourt |p Franklin I”A 16323.9803
Widhalm School, Nurnberg c. 1790 D. A. Seppelfrick ‘ Telephon (814 374411
Edward Dodd transitional bow G. Gohde - Jos. Tubbs elephone 3 9

Fascimile (814) 374-4563
1004 Marquette Avenue, Minneapolis, MN 55403
(612) z7i5v_e0n7so@?ixor:ets:80?‘x(l))cir7r?-4323 Join us on the World Wide Web at:
, g : : ‘ <http://www.amis.org/>
ool Ll LT L L L L Ll ARSI NSNS M3 SN S e

Robertson & sons

Violin shop

INCORPORATED

Fine Quality Instruments and Bows | Repairs | Rentals | Assessories | Sheet Music

FOR ALL YOUR BOWED INSTRUMENT NEEDS

established 1971

Mail Orders Processed Promptly

(505) 889-2999 - (800) 284-6546
3201 Carlisle, NE Albuquerque, New Mexico 87110

Ak




28

A Angle of incidence
L Angle of reflection

complicated because the orchestras had to
change all of the Setly parts, cut out the tuttis
that were added, and change the key in the
middle of the last movement. This involved
quite a bit of work and a lot of hassle.

So I contacted Boosey & Hawkes, asking
if there was any way there could be one set of
these parts with these changes, and if I could
talk about these changes officially. They said
they would pass this information on to Peter
Barték. This they did; Peter Barték wrote
back to me stating that he was not interested
at that time in any changes because he was
happy with the version as it existed, but that
he would welcome a tape. So, I sent him a
tape of a performance. He said he enjoyed it,
but he thought the other version seemed just
as nice. Further, he stated that they were go-
ing through Barték’s works, correcting them,
and in the course of that they would look
more closely at the Viola Concerto, keeping
what I had written to them in mind.

So, about a year later, I got a letter from
Peter saying, “There are numerous changes
that were made and something really does
have to be done about this.” This was in the
late 1980s, and so began the new revision. Let
me tell you the amount of work that Nelson
and Peter did on this project—you would not
believe the hours, the painstaking hours. Not
only did they prepare the revised version as
closely as possible to what Barték wrote, but
they also brought out the facsimile edition of
the manuscript, which contains a copy of the
actual manuscript, as well as a written-out
copy that is easier to read.

I want to talk about a few things that
have been talked about here before. First,
Tibor Serly—I was always amused when I
read his article in the College Music Symposium
about his changes to the Concerto. He said
“These were the changes which were made,”
when they were only maybe half the changes
that were made. I also studied with Paul
Doktor who claimed that Ferenc Fricassy had
looked at the manuscript and consulted with
Kodély and found that there was trouble in
the last movement, and lots of other changes.
So, there has been talk about different ver-
sions over the years. But in any case, my feel-
ing as a performer and someone involved in

this project is that this was not a spurious ef-
fort on Peter and Nelson’s part.

Before the official world premigre, Bart6K’s
Concerto was performed on a couple of occa-
sions and they changed it after the perfor-
mances; they spent many hours doing so. I
had some correspondence with them about
various things pertaining to the piece. They
thought about folk music; they thought
about other Barték works and came to the
conclusion that they didn’t want to make
guesses—at least where possible. They didn’t
want to say “Well, Bart6k might have done
this.” Bart6k wrote to Primrose that changes
were going to be made in the viola part ac-
cording to Primrose’s suggestions. They didnt
want to make these changes because they
didn’t know what changes Barték would have
made. They wanted to make it as precise as
possible, so that’s what they did.

To me, when that example about octaves
was shown earlier it looked as if it were right
under the viola part; so that’s exactly, I think,
what Peter and Nelson thought, and why they
put octaves in that place. The place we were
talking about—where it says marad—there
was a big discussion about this (about these
three notes). They decided to go with what
Barték said: “stay.” And those are the notes
they wrote. But they put an ossiz above those
in this particular case because it was very am-
biguous. To me, as a violist and as a musician,
it looks like the Lento parlando is the ritor-
nello Barték was talking about in the letter he
wrote but never sent to Primrose.

As far as Csabas version goes, last year he
was kind enough to send me a copy of his
version with the discrepancies marked. I sub-
sequently sent this copy to Peter Barték. He
responded to the changes and sent a copy to
me as well as a copy to Boosey & Hawkes for
anyone interested in his response to these
changes. Basically it came down to a few
things: they decided to go one way and Erdé-
lyi decided to go another. Well, obviously
there are going to be different interpretations
of this work, and we are not going to know
what exactly Barték would have done, but I
think with this official version, as was said
earlier, no other version can come out because
of the copyright restrictions on this piece, and



that’s been the case since Tibor Serly completed
his version. So, I think all violists should be
happy that we have this new version that fol-
lows Barték’s markings and makes the work
much stronger.

The thought of democracy—of other
people adding their viewpoints about how the
piece should be presented—is interesting, but
I never heard of a situation where a piece was
composed or reconstructed by committee. I
don’t see that as a viable solution since, as you
can see, everyone has different ideas. You've
seen today, and you're going to see tomorrow,
that people have different interpretations of
what is in that manuscript. I think we should
all be very happy that this new version is out,
and although some of it may be unplayable,
we know what Bartk wrote, and for people
who are interested in exactly what he wrote
now there is the facsimile of the manuscript.

This, as will probably come up in tomor-
row’s session, is an edition of the Viola Con-
certo that I was very happily involved with.
Bart6k wrote basically no markings in the part,
and so there was quite a bit of discussion as to
whether there should be a separate edition or
an urtext part just listing the notes. It was
decided that neither of these should be used
because there was so little in the manuscript
that neither would be a playable, viable copy
for the performer. Hence, in this version
Barték’s own markings are all intact, and the
other editorial markings, in most cases, are
my own—although in some cases they are
Nelson’s or Peter’s. And as it says in the begin-
ning of this version, to know exactly what it
says you should consult the facsimile of the
autograph.

Gillies: Before I sold my Skylark viola for 10
pounds in 1982 I had the advantage of play-
ing the viola part of Barték’s Concerto in an
orchestra, and also the advantage of having
played the piano rendition of the orchestral
part at 2 number of viola festivals. So I have
not been so interested with many of the issues
with which the speakers here have been con-
cerned: that is, the solo viola part. Rather, I
am much more interested in where the vast
majority of the notes were, and these were the
notes in the orchestra: the notes which Tibor
Serly had either realized or created. In any of

the editions which we still have we can say that
Serly’s hand hangs over the work very strongly.
Hence, my interest today is in two issues: first,
the texture, particularly the imitative texture
that we find in the orchestration, and second,
the issue of technique and what Tibor Serly
was trying to do back in the 1940s.

On the issue of texture. . . . Can we do
better than what we currently have in all the
editions? I think we can. But we need to keep
in mind that Bart6ék spoke about having a
fairly transparent texture in this piece. When
I first became familiar with the Viola Con-
certo and heard it performed in the 1970s,
my first impression was that it was, as I call
it, far too “four-square” a piece as far as the
orchestra part was concerned. So for my first
exercise in music analysis as an undergraduate
at Cambridge University, I wrote a thesis
titled “Non-Fugal Imitation in the Late Works
of Barték.” I looked at every example of imi-
tative technique from the Music for Strings
from 1936 on to the end of Barték’s career,
and the one work that went beyond.

In my studies I found over 700 examples
of imitation in Barték’s works. In Music for
Strings, for example, 83 percent of the first
movement can be considered to be in an imi-
tative texture, as opposed to a melody and
accompaniment texture or a through-written,
non-imitative contrapuntal texture. Not sur-
prisingly, it’s a fugue. We can look at the vari-
ous statistics we have here, but something
is interesting, be it fugue or non-fugue. In
Music for Strings and the Sonata for Two
Pianos, two masterworks of the 1930s, we
find that the imitative texture takes up a
majority of the movement’s duration.

Moving on a little bit now, to the 1940s,
Concerto for Orchestra’s first, second, and fifth
movements still have strong majorities of imi-
tative texture, but the more melodious third
and fourth movements, containing the best
tunes in that work, have necessarily less. Mov-
ing on to the Third Piano Concerto, we see
greater melodiousness—the more lyrical style
that Barték developed in his final years starts
to show through. Each of these movements has
approximately the same mid-to-high percent-
age (40%) of imitative texture.

And lastly, the Viola Concerto: here the
percentage of imitation is considerably less,
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particularly in the second movement. So that’s
one finding of the study. Let’s look at a couple
of others.

While performing this same study I
started to categorize the imitation I found—
how he took the fragments and threw them
around in the orchestral texture. This Barték
does so subtly—often you do not realize that
imitation is happening at all. One of the cate-
gories of imitation he uses is what I call “iso-
rhythmic imitation”: that is, how much the
element of rhythmic integrity is maintained
through each example of imitation. In the
case of isorhythmic imitation, the Viola Con-
certo again sticks out in the works of Barték’s
final years. It’s a very consistent work; it main-
tains an extensive rhythmic consistency; it’s a
bit too four-square.

Next I looked at what I call “systematic
imitation.” This term refers to pitches and
the relationship between the first pitch of
each imitative unit. In a baroque fugue we
tend to see the tonic and the dominant note,
then the tonic and the dominant note again,
and we could say that this is a systematic
form of imitation. Well here again, in terms
of systematic imitation, the Viola Concerto is
again out on an extreme. It has a very high
degree of initial pitch integrity.

This was quite a long study and I am
summarizing in a few paragraphs a much
larger idea. But the recommendation that I
would like to have come from my study is
this: in terms of how the total orchestral tex-
ture has emerged, particularly in the second
and third movements, we need to reconsider
what Serly did, because he did put in some of
the imitative textures, and what Barték did,
because he put in the others. And I would
suggest that there needs to be somewhat more
imitation in this work. If anyone is to revise
it further, then they should realize that the
imitation Barték happened to write down
does not limit us to the total possibilities.
This work needs more calculated irregularity.
Serly did not show any imagination or go
beyond what Barték left in the sketch, hence
we end up with a work which is too conserva-
tive in terms of any of the statistical measures
of Barték’s music, and where Barték himself
was as a composer in 1945.

Let’s look at the second issue: technique.
Do the techniques of excision, addition, and

creative rewriting of materials—adopted by
Tibor Serly and now generally removed by all
the recent revisers—have more validity than
we are now giving them credit? Let’s go back
to David Dalton’s interview with Tibor Serly
in 1969. I just want to read to you something
Tibor Serly was then saying; it follows on
something David mentioned earlier.

“Then came the suite which is still known
as the Mikrokosmos Suite for orchestra. At
the time I was working on the Suite, 1942,
we spent about 10 days together at Cape Cod.
After it was completed, I went to Barték. I
hadn’t quite yet arranged the pieces from the
piano, but I had enlarged upon them and put
in contrapuntal voices: actual voices that had
not existed there. I had always made a point
of not inserting one bar that was not his
music. In other words, even the insertions I
made would be either some kind of canonic
imitation or something that came exactly out
of the motivic material of the particular move-
ment. | had much trepidation when it came
to showing him this. Not only that, but three
of the movements were enlarged to about
twice as long. He examined them carefully
and all he said was, ‘fine, good.” He did make
one remark when I told him that in Diary of
a Fly I thought it should be at least doubled
in length with a different orchestration. To
this he said, “Yes, I had not finished that one
yet, I would recommend only one thing—
and this was his only remark—that it come
a third higher the second time.” That, I think,
should have once and for all set the prec-
edent.”

The study of this Mikrokosmos Suite
seems to me to be vital to understanding
what Serly thought he was sanctioned to do
with the Viola Concerto sketch some years
later. Serly’s score was published by Boosey
& Hawkes in 1943, the year in which the
Mikrokosmos Suite premiered. In that score it
says, “All deviations from the originals con-
tained in the orchestral version such as exten-
sions, additions, and alterations have been
made with the cooperation and approval of
Béla Bartok.”

What, then, did Serly do in this eight-
movement Suite that established his creden-
tials, in the eyes of Bart6K’s family and estate,
for undertaking the work on the Third Piano
Concerto and then the Viola Concerto? Apart
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from some competent orchestration and in-
strumentation, Serly did the following: he
added embellishing lines, chromatic filling,
shadowing imitation, and he occasionally
shifted the rhythms about. He also added
extra bars of repetition to expand Barték’s
often terse utterance for piano into something
more extended for the orchestral medium.

Similarly, Serly was very interested in tak-
ing the 17 bars after the climax of Diary of a
Fly and turning them into 33 bars. You can
see that what he was trying to do was to elon-
gate, very much as Csaba Erdélyi was saying,
with that Koddly tradition.

The last thing Serly was interested in
doing was to take up Barték’s idea of putting
the material up a third when it enters Diary of
a Fly. This is seen not in the Diary of a Fly;
Serly misremembered it. Rather, it is in the
last of the Mikrokosmos pieces, the Bulgarian
Dance No. 6.

Serly generates an extra 35 bars by bring-
ing back material at the recapitulation first in
G, then later in E. So we have these various
changes that Serly was making to the Mikro-
kosmos Suite. How do they relate to the Viola
Concerto?

First, those extra bars—there are some 20
bars I think Donald Maurice has identified—
seem to come from the same basic purpose
that Serly had in the Mikrokosmos transcrip-
tion and which was apparently sanctioned by
Barték: that is, to fill out passages which
appeared (to Serly) rushed or inconclusive.
Next, we find his repetitions and foreshadow-
ings of material, such as the extra bars inserted
towards the end of the third movement. He
inserted this passage very much for the same
purpose that he had in a number of the Mikro-
kosmos examples. I guess he thought he had
Bart6K’s sanction to do so since hed done it in
the Mikrokosmos Suite.

And last, there is the issue of Ab versus A
in the middle section of the third movement.
Here again Serly had shown in his Mikrokosmos
transcription that the key wasn’t as important
in his mind as the motivic, the thematic, the
gestural, or even the color integrity. He didn’t
seem to rate the tonality quite as importantly
as Barték. So, since Barték had sanctioned
those tonal changes in the Mikrokosmos Suite,
why not here?

In conclusion, I think that our obsession
with being as faithful as possible to BartéK’s
sketch has led us to become less than respectful
of what Serly was trying to do. Serly’s intention
was to use a technique Barték had previously
sanctioned in the Mikrokosmos Suite, on the
basis of other Bartékian works, a technique
Barték might well have composed himself. Is
this a matter where, to quote the motto of my
alma mater, the Royal College of Music, “The
letter killeth, but the spirit giveth life”? The
recent revisers of the work have now pushed
consideration of the letter about as far as pos-
sible. Many necessary corrections have been
made, but if we are to get any further with this
piece, and that “if” is important, then I suggest
we do not override Barték’s sketches, but
somehow transcend them. The Viola Concerto
has now been reconstructed several times. I
agree with Ldszl6 Somfai: now it is time for
someone to go further and to come up with a
creative recomposition of the work.

SESSION TWO

Maurice: Today, rather than each of us taking
turns at talking, we are going to open up some
topics for debate and just have an open panel
discussion. I invite members of the panel to
jump in where they want to, politely of course.
I will be the referee, deciding when it’s time to
move on to another topic, but I think once
the topic has been introduced, we will let it
run a little and see how it goes.

The first topic we are going to deal with
today is the aspect of the note corrections in
the viola part: that is, the notes in the manu-
script which differ from the Tibor Serly ver-
sion. As I mentioned yesterday, there were 185
changed pitches and over 200 notes that were
displaced by an octave in the Concerto. This
should be a relatively easy area to deal with
because I think the three revisions have come
to virtually the same conclusions. The notes
are there in the manuscript and on 99 percent
of them we agree; so really there is not a lot to
say about this particular aspect.

There is one point of discussion that was
raised yesterday, which is a bar in the first



movement, bar 68 in the Serly edition. This
is the bar with the marad meaning “remains.”
This bar in the manuscript has four beats,
of which one has been crossed out. In Serly’s
version the beat that has been crossed out
is left out, in Peter Barték’s version the last
beat is replaced with the one that was crossed
out, and in Csaba’s version all four beats are
played. So there you are—you take your pick.
The other place that I think is interesting is
bar 90.

Erdélyi: This particular place is very unusual
for Barték because when he wrote “8,” mean-
ing octave, either he wrote con, “with another
octave,” or col, which means “with more
octaves.” Sometimes he wrote dotted lines to
indicate how many notes should be an octave
lower or higher. None of these were just a
solitary “8,” and it puzzled everybody. In his
version, Dellamaggiore decided that every-
thing had to be an octave higher; but for my
ear it doesn’t sound convincing. In fact, Setly’s
brass tutti is very satisfying in my opinion.
What I, with Professor Antokoletz, have
come up with is that this “8” belongs to the
beginning of the viola part that was later de-
leted. That could have been played an octave
lower, reaching the bottom C. Barték then
crossed it out, but he didn’t bother to cross
out the “8,” so that’s how it remains. So, there
are three versions—once again it’s up to you
to decide which you prefer.

Neubauer: Obviously, there are different
interpretations in a case like this. We didn’t
know what Barték was going to do with the
piece, unfortunately, so a decision had to be
made. Obviously they thought about it here.
I was talking to you yesterday about Peter
Barték’s response to Csaba’s discrepancies,
and they mention that, in preparing the
revised score, the “8” was not interpreted as
an indication that the tutti in the following
five bars was to be in octaves. However, even
if it were disregarded, the canon in the tutti
voices are still separated by octaves. They
talked about all these things, every possibility,
and then they had to make a decision based
on their rationale of what they thought was
appropriate. Obviously, different people are
going to come up with different solutions.

We all feel differently about this piece, and
everybody who performs this piece and works
on this piece is going to feel differently.

Sometimes there are some very difficult,
almost impossible things to play in this piece.
For example, in bar 161 we have the chord
with the three E’s; Csaba believes this was a
mistake; but in any case, it appears in the
manuscript, according to their research, three
E’s in octaves, which is very hard to play. I
believe the chord is possible to play. In fact,
I've played that segment and I think I made
it on one particular performance. But in any
case, obviously when you have a problem like
this you think, “Well, this is probably one of
those things Barték would have changed
when Primrose looked at the part; so perhaps
I have some justification in changing that
chord.” The new edition tells you what’s there
and you make up your own mind. For instance,
you may say, “Well, I can’t play three E’s, so
I'll play two E’s.” It’s probably just as effec-
tive. I perform the Concerto exactly as the
manuscript appears according to Peter & Nel-
son, and everything is possible.

Antokoletz: I would like to make a comment
about that. Yes, it’s true that we have to make
decisions and that we’ll make different de-
cisions. But I think that if we understand
Barték’s musical language we find that it is
consistent with regard to octave position. I
think we can come to a conclusion about
which octave it should be in. For example, let
me show you a sketch of the three E’s in
question.

Maurice: Is it 3 E’s or is it a2 G on the bottom?
Csaba has a G with two E’s, but I actually
agree with Paul on this one—I play three E’s.

Neubauer: The natural sign looks like it’s on
the E, and the alto clef is on the next note.

Erdélyi: In the upbeat the F} is crossed out
and the accidentals do not line up with the
noteheads. An F§ should lead to a G, but the
F4 is in the alto clef, an octave lower, where
the sharp actually is. It’s impossible to play
with a high position note. An open G, with a
harmonic E on top for the top octave, actually

sounds like the most brilliant solution, and it
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is a minor chord matching the one in the ex-
position. Seeing it this way, we realize that
Bart6k was thinking already in alto clef re-
garding the bottom voice of the chords.

Neubauer: I agree that it could sound better
that way and that it’s easier to achieve, but I
also agree with Maurice: that that’s not what
it says.

Maurice: I simply play the lower octave and
add a harmonic in first position, and on one
or two bows you can get all three E’s.

Neubauer: It gets easier as you practice it. In
any case, this is one of those awkward places
that I don’t wish upon anyone to necessarily
play, but I decided I wanted to perform it in
that fashion because that’s what Barték wrote.

Maurice: I think we have to move on from
this. I think Elliott has some comments to
make on notes in general, just a very quick
one to finish this area off.

Antokoletz: Well, now that we’re talking
about the E’, I'd like to talk about them as
well. There are many places in Barték’s music
which are almost unplayable: for example, the
opening of the last movement of the Fourth
String Quartet. It’s almost impossible to reach
or stretch to get those notes. The notes fit in
exactly with the scalar material, the Arabic

scalar, folk, modal material, and there are
places in the Concerto for Orchestra with the
same problem. Barték even made the com-
ment about the Viola Concerto to Primrose
that some places would be very awkward and
difficult to play. But I think he intended what
he has in the sketch to be played. It can be
played the way it stands, though it’s very diffi-
cult, and I think it’s very dangerous to start
changing notes just because it seems to sound
okay. I would rather stick very close to what
Bart6k wrote, even though it is difficult and
awkward.

Neubauer: [ also think that Tibor Serly, as a
violist, felt that some things in the piece would
be very uncomfortable for most violists. For
example, there’s a passage where he transposed
the whole tune, because he felt it uncomfort-

able to go up that high.

Antokoletz: I think that you cannot make
determinations on the basis of how the instru-
ment feels or plays. I think you have to make
determinations on the basis of what Barték
intended. That’s why I think it’s dangerous to
go by the feeling of the instrument rather
than what an analysis will tell you about
Bart6k’s musical language. That's my essential
point.

Dalton: If it isn’t illegal, it’s almost unethical
to second-guess someone, especially Primrose,
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and we all know his technical capacity. But I
would wager that if those E’s were presented
to him he would not play them. He was not a
purist. He looked for ways to make things
work, ways that would enhance the sound
of the instrument, would be more violistic.
Consider Primrose’s emendations in the Wal-
ton Concerto. If you don’t know these, you
can examine them in the book Playing the
Viola. He wanted to make things shine, be
brilliant, and get the viola out of the dull-dog
syndrome. If it worked violistically, he would
do it. Primrose made some changes, though
not dramatic, to the Barték Concerto even
after his edited, published version came out
in order to make passages sound better and to
make them more playable, without insulting
the intention of the composer.

Neubauer: I personally think that’s fine.
Dalton: That’s no criticism of you, Paul.

Neubauer: I think Primrose would have ap-
preciated knowing what was there and then

deciding, “Well, I think this is more effec-

tive.”

Antokoletz: The point about this is that it has
to do with changes made by Serly. I'll show
you why the change is wrong and why he
assumed Barték made a mistake in the manu-
script. Barték didn’t make a mistake; he could
make mistakes, of course, but he didn’t in
this case. This is the beginning of the piece.
This is just an extension of the opening theme
where Tibor Serly has an Eb over here in this
ascending passage, and he assumed it had to
be an Eb because there’s an Eb here, and there’s
an Eb preceding it. If you look at the note, it’s
going to an E Barték almost always fills-in;
it’s basic to his music. Looking at the opening
of the theme, we have an Eb. The linear mo-
tion is from Eb to Ef to E therefore we know
that this is really a variant, in a certain sense,
of the opening thematic material. So the Eb
must go to the Ef to the F It’s part of the
piece’s organic process and it’s part of the var-
ied repetition of the piece’s material. It has to
be an Eh. Anyone that assumes that Barték
can’t put an E4 against an Eb doesn’t know
Barték’s music. There’s indisputable proof,
not only from this example, but from numer-

ous examples throughout the piece. Serly
often made changes where he lost the filling-
in process, where he didn’t have a concept
of the structure of the theme. Many changes of
this kind exist in the string quartets that are
based on similar assumptions. It’s an Ej and
not an Eb, and Barték did not make a mistake
and leave out the accidental.

Erdélyi: I want to mention that Maurice has
just acquired Serly’s viola part that was given
to Burton Fisch before Primrose. In that Serly
part, there was open G, an E, and another E.
So, Serly wrote that out of Barték’s manu-
script. I could not have known this when I
arrived at the same solution.

Gillies: Just a further comment on the E’s. You
have to look at the corresponding part in the
exposition because this passage is in the reca-
pitulation. But this doesn’t really help either
because there is a confusion there too, between
the various versions as are written out.

Maurice: I want to move on now to the issue
of tempo, a topic I think we can also deal
with fairly quickly. What's most important is
what appears on the top left corner of the
manuscript. This is all we have to indicate
tempo. Now it’s not actually a tempo mark-
ing, but a timing for each movement. This
is what his estimate was of how long each
movement should last, and from that one can
deduce the tempo. Now I may be wrong here,
but when I read the interview with David and
Tibor Serly, the second movement was quoted
as being 3 minutes and 10 seconds long,
which leads to a tempo of a quarter note at
about 69. This is what the Serly version says,
but of course, if you do your math, it has
to be 5 minutes and 10 seconds to add up. It
is a 5, if you look very closely, and to come
out at 5 minutes and 10 seconds on the slow
movement, you need to slow it down to about
a quarter note at 44. Now I notice in the
Dellamaggiore revision it’s 48, and the re-
cording is still somewhere near 60.

Dalton: I might add that according to the
Primrose tradition, it is played slower than
69. In fact, in my personal copy Primrose
marked it down to about 58.



Maurice: The difference between 69 and 44
is enormous. At 44 it’s a quite different piece
of music, a lot slower than the Serly version.

Now I wanted to throw a question to
Paul, although anyone can jump in on this.
We have only one total timing for each move-
ment, yet within each movement we have a
middle section which violists normally play at
a different speed. In the first movement this
time change is found in the C-minor section,
with the triplet theme—there is a tradition to
slow the piece down at this point. In the sec-
ond movement, it’s traditional to take the
middle section a lot faster, and in the last
movement, its traditional to play the bagpipe
tune slower. But, there is not actually any
indication from Bartdk that the tempo should
change in these places. I am just interested to
know if we slow down these passages just
to follow the tradition of Primrose, or is there
some other reason?

Neubauer: Well, as you work on a piece some
things obviously feel natural. Of course, you
can’t help but be biased by tradition. If you've
heard that people always do something in one
fashion, it’s not easy to get that out of your
mind. In the case of this edition, they were
very exact in trying to come up with the exact
tempos that would add up to BartéK’s timings;
for some people these timings don’t seem
natural. For instance, in the revised version it
says to play 48 in the beginning of the slow
movement. As you say, I play it faster—for
me 48 doesnt work. You have to, as an indi-
vidual performer, come up with your own
way. There is still question about what mater-
ial is in the piece: maybe Barték was going to
change certain things; maybe he would have
changed the amount of bars. One solution
would be not to have the tempos in there,
and state that Bartok’s timings should dictate
the tempos. But they felt that this would not
be a basis to start from, and they knew, of
course, that no one would stick exactly to the
tempos that they wrote down. It’s one solu-
tion. If you follow their tempo markings, it
will work out to BartéK’s timings.

Antokoletz: The way to determine this is first
of all to listen to Barték’s performances of his

own music. In them, no two tempos are the
same; they are all very free, very expressive.
This should serve as a model for the kind of
freedom that we can take as individual per-
formers. There is a lot of rubato in Barték’s
own performances. Also, there are a lot of
incorrect metronome markings and timings
on Barték’s own part. We know this very well
from the First and Second String Quartets,
which Barték corrected later on. So, I think
it’s very important to look at what Barték
did—to see what he wrote about and how he
performed these things on his own record-
ings—to give us an idea of correct tempo.
Rather than trying to get some sort of solu-
tion to this mechanically, you must, as an
individual performer, feel the music. Barték
even said so. He said, “I'm not going to write
‘ritardando’ in this place in the Fourth Quar-
tet because it will give the wrong impression.”
Instead, he wrote “pesante,” meaning to just
slow down. If he had given a change of tempo
it would have given the wrong impression, so
I think we have to consider that as a primary
source determination.

Neubauer: Also, if you listen to other com-
posers playing their own music, the same thing
will happen. You may hear Debussy playing,
or Stravinsky conducting, and it won't really
sound like what they wrote down in the first
place. Maybe their feeling about the music
changed, maybe the acoustic in the recording
studio was funny—who knows what reason,
but it’s not what they originally wrote.

Antokoletz: Exactly.

Maurice: Do we have any more quick com-
ments on the tempo in general?

Dalton: There is a change in tempo that Prim-
rose made at the poco meno mosso, measure
41, where he marked the tempo down to 76.
Many violists continue almost at the same
speed rather than making a perceptible meno
mosso. Primrose’s justification for starting
slower than the printed tempo was that there
is an accelerando which takes place before
measure 54, returning to Tempo 1. Well, how
do you make an accelerando back to Tempo I
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without slowing down beforehand? That was
his logic, and he reduced the tempo at the
triplet figure, then gradually made the acceler-
ando poco a poco over a number of measures
to measure 54, marked 84 to the quarter, and
eventually to Tempo I.

Neubauer: But there is no Tempo I; it’s not
really relevant.

Dalton: No, that was just according to Serly.

Maurice: Csaba, you want to talk about the
very end.

Erdélyi: Yes, the very end of the last move-
ment. There is the Serly-inserted four bar
orchestral tutti before the final run of the
viola: this is Serly’s own music and it has been
taken out of the new Dellamaggiore score.
You can see the urgency of Barték’s writing—
how he wanted to finish this race up into
open space. Although, in the new score we
don’t have the extra Serly bars anymore; in-
stead, we have an almighty allargando, with a
large cymbal crash in molto allargando. To
me this is a gross mistake. There is absolutely
no indication in the manuscript this should
be there—it’s totally somebody’s personal
opinion.

Neubauer: I can explain this. A lot of discus-
sion has been made about these bars. I origi-
nally agreed with you 100 percent: it should
go straight to the end, no slowing down.
They sent me examples of three other Barték
works in the same vein, where he did pretty
much that exact thing: he slows down right
before the end and plays a little coda. But in
any case, | have tried it both ways and at this
point I leave it up to the conductor because it
works both ways. But the only way in which
slowing down really works is if you really do
it—you can't do it half-way.

Antokoletz: Much of the material we are see-
ing here is deeply rooted in folk sources, and
I think we need to study the styles in tempi of
Arabic, or Hungarian, or Rumanian, or Slo-
vak folk music to determine which one of

those these are, then listen to some peasant
recordings or fiddle tunes. I think this would
give us an indication of the types of rubatos,
changes of tempi, or actual speeds Barték had
in mind. Of course, as a musician I think it’s
very important, youre right. We all interpret
using intuition, but I also think Barték’s Con-
certo has to be interpreted with knowledge
and with information. That’s why there is so
much research done on the folk styles, on
articulation, and on all these aspects. We need
to have sources behind us in order to make
correct decisions.

Neubauer: I think that the better musician
you are, the more you study the works of any
composer. You study their letters, you study
the history of their lives—you study every-
thing. Obviously the better informed you are,
the better you can present something.

Antokoletz: The more your intuition will be
influenced.

Dalton: About this ending, I would hold my
own judgment regarding the molto allar-
gando because I haven’t lived with it long
enough. Serly himself admitted that he added
those four tutti bars because he said that he
felt it simply needed them; it was an intui-
tive thing on his part. Primrose said, “There
is some difficulty in putting over the ending
successfully because it comes so suddenly, it
comes suddenly after the tutti, the inserted
tucti. I find the audience a little uncertain if
that is the place to applaud or not. It has to be
done in just a certain way and there has to
be a little bit of acting in it, as there should be
in all performances.”

When I deleted the four tutti bars in per-
formances of my students, I found the ending
eminently more successful. There was little
doubt on the part of the audience that the
Concerto had ended.

Gillies: You find a problem with Barték’s in-
ability to come up with a good ending through-
out his career. Listen to the first recording of
the radio broadcast of the Concerto for Or-
chestra in December 1944, and you can hear
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the surprise of the audience at the first end-
ing. As a result, Koussevitsky and Szell got
back to Barték and said, “You have to write a
ew ending,” and Bartdk therefore wrote the
ending we hear in virtually every performance
today. We have the same problem at the end
of the Second Violin Concerto, at the end of
the Second Rhapsody, at the end of Mandarin,
and at the end of half a dozen other Barték
pieces. Bart6k was great at getting started, but
he didn’t know how to stop. This leaves us with
a fundamental problem—one of the definite
weaknesses in Bart6k’s compositional armory.

Antokoletz: I'm sorry, Malcolm—I don't agree
with you. Just listen to the ending of the Third
String Quartet—there’s no better ending in
20th-century music. It’s a wonderful, most
satisfying ending.

Gillies: But what you find, even there, is that
when you've got something that is layered in
sequence, youve got something that is more
traditionally satisfying. When Bart6k just
runs off the end, as he does for instance at the
end of Divertimento for Strings, the ending
becomes too abrupt. In the example you were
mentioning, and a couple of others, I could
say, where he hasn’t used a typical prototype
of running off the end, he’s done something
nicely sculptured, something lovely.

Maurice: Shall we now move on to structure?
The time is running away from us, and there
are many things we'd like to talk about.

Erdélyi: It is a structural point that at the end
of the Concerto, after so much development,
the music just runs out as fast as possible, and
then the audience realizes it’s all over in si-
lence. That’s an effect, a very important com-
positional effect.

~N

Gillies: It’s a kind of folk effect, too. Folk
melodies tend to just run off the end, but that
doesn’t work in our concert hall tradition
nearly as well.

Erdélyi: Yet after a performance I was told, “Ah,

that ending was more powerful!”

Maurice: Let’s move on. I would like to talk
about the link between the first and second
movements. I mentioned yesterday that in my
revision I leave out the Lento parlando on the
basis that at the end of it we find there is a 2/4
ending on a C, and the only way to make that
run into a 2/4 is to go directly to the Alle-
gretto. I know I'm the only one that does this,
and I accept that I may be wrong, but thats
my view. What I would like to ask Paul and
Csaba is how they actually make the transition
from the Lento parlando to the second move-
ment, because we have various versions here.
In the Serly version, as you know, there is a
long bassoon solo, which is taken from the
theme in the first movement. Csaba finishes on
the low C, holds it, then goes directly to the
second movement—in other words, exactly as
it appears in the music, except with a kind of a
pause over the C, then directly to the E major
chord. And Paul, I think you play a five-note
figure to connect the two movements together.

Dalton: Isn’t this identified as the biggest
structural problem in the whole Concerto?

Maurice: I would say equal to the problem at
the end of the Allegretto.

Antokoletz: I think it becomes more of a
problem when you begin to add things. There
is nothing wrong with Barték’s tonic C to the
E major area; it’s very Bart6kian, and very
often we have these same abrupt changes in
his music.

Neubauer: I don’t think that Barték would
have gone into 2/4 for one bar like that and
then finished the movement.

Antokoletz: We take it there was going to be a

Scherzo.

Neubauer: As Peter says in his foreword, these
three notes followed by the four bars taken
from earlier in the movement are what Serly
used to modulate into the second movement.
They thought that these notes were also going
to lead into the Scherzo, and because of this
they omitted them from the revised score.
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Instead, what they decided to use as a transi-
tion was a repetition of the last phrase of the
Ritornello at a slower tempo. Obviously, there
was no way of knowing what Barték would
have done. This is one solution. I also worked
with the Hungarian conductor, Ivan Fisher,
who said that instead of just going down to
the E major, he thought it would be more
authentic to have it leading. So in that particu-
lar performance, I of course acquiesced to the
conductor and it was also effective.

Maurice: So we have four versions. We have
the Serly version, we have mine without the
Lento parlando, we have Csaba’s with just
the C, and we have Paul’s with the five notes.
Again, you can take your pick.

The other section I'd like to quickly deal
with is the link between the Allegretto and
the Allegro. This is the only place where Serly
left material out of the work. He simply said
he didnt know where to put the material he
did have or what to do with it. I felt the same,
and [ left it out. We have two solutions here.
Csaba has one and Peter Bartdk has a different
one. Csaba, can you explain both of them?

Erdélyi: There are the four-part chords of the
viola, in the Allegretto, and Barték wrote a
letter A to the first eight bars, and then
a B to where there are single notes. After
that we read, “A and B, 2 trumpets and corni,”
and vaguely you can see an “8” and a dotted
line underneath, which to me means 4 horns
in a two-octave cluster. Then there is a little
fragment all on its own. In the score of the
Dellamaggiore version, it ends with just that
fragment in the cellos and violas. This is only
part of the story for me. My solution would
be to play the fragment simultaneously with
the repeated B section—then they work per-
fectly.

Neubauer: Their response is that it’s a matter
of opinion. They said that the idea of com-
bining what was written in the solo viola part
from bars 77 to 83 with what was written in
the orchestra in bars 93 to 99 was given serious
consideration but was not used in the revised
score, for lack of sufficient indication in the
manuscript that the composer wished to com-
bine these two parts rather than substitute the

second for the first. So they did think about
it, but they felt it wasnt justified—that was
their opinion.

Maurice: Malcolm, could you just finish off
this discussion on structure?

Gillies: I think we have to recognize that we
are dealing with a manuscript that was only in
the mid-to-late process of creation, and that
this is where literalism can create problems. It
seems to me that the third movement is the
movement that was most hastily written and
that has the most gaps in it. That is the area
in which Tibor Serly put in significant other
material, and I feel that we can get caught,
particularly in the third movement, between
Barték’s desire to finish the piece before he
died and our desire to produce something
that is completely aesthetically satisfying. I
find the third movement a bit of a squib of a
movement. I appreciate some of the things
that Serly has done, and I feel it would be a
pity if we cut all those parts out for the simple
reason that the composer himself didn’t hap-
pen to write them down. That’s being very un-
authentic.

Neubauer: As a performer, I'm completely
biased in my opinion, of course. But I find
every movement much more effective in the
revised version. In the third movement, for
instance, there are half-mordents going from
underneath instead of the Serly version in
which the mordents are much more folksy.
The A-major to Ab-major section is much
more effective, and if you play the harmon-
ics—it says harmonics in the manuscript—it’s
more interesting than what Serly wrote. What
Serly added was basically the octaves.

Dalton: Did you use the harmonics that
Bartdk indicated in the so-called “Scottish”
theme?

Neubauer: Yes.

Erdélyi: By the way, that was never the Scot-
tish theme, because the Scottish theme was the
dotted “hiccup” version of the second theme
in the recapitulation of the first movement.



Dalton: Peter Bart6k, in his article published
in the Journal of the American Viola Society,
makes a point of saying that the theme is
reminiscent of a Scottish tune. He conjectures
that it might be a subtle reference to Prim-
rose’s national background.

Erdélyi: Unfortunately the Romanian musi-
cians all say it’s certainly Romanian.

Maurice: We have to move on in order to talk
about articulation. In the Burton Fisch record-
ing of the Viola Concerto, the Allegretto
multiple-stops are played pizzicato. In Burton
Fisch’s copy of the part, it’s actually written
“pizzicato,” with “arco” added at the single
line, obviously added by Serly since it’s not in
the manuscript. In the *70s, Atar Arad began
playing this section pizzicato. I believe he
thought he was the first one; I've got news for
him because Csaba also plays this passage
pizzicato. Paul, was this considered?

Neubauer: Since there’s no indication, it
wasn’t considered. But if a performer feels
strongly about it, it’s certainly an option.

Erdélyi: The indication is that all the bottom
C’s are written out. For example, in Barték’s
Second Rhapsody for Violin and his Sixth
String Quartet, we see a strumming, pizzi-
cato effect for both the violin and viola. It
is impossible to play every note with the bow,
four strings together. You could play the first
note in each group, as one does in the first
movement of the Walton Concerto, but you
have to leave out a few of the bottom notes if
you play it in tempo. Pizzicato is convincing
because the accompaniment is very sparse.

Neubauer: By the way, I dont think playing
this passage pizzicato is impossible; it depends
upon the stroke you use. I think it may not
sound always, but certainly it’s playable.

Maurice: I'd like to move the discussion on to
articulation. The problem with articulation, I
think, is since there is nothing in the manu-
script, we have as many different versions as
there are violists. I wonder if there can be,
perhaps, a general comment from Csaba and
from Paul on the bowing and articulation—

just a general comment on how one arrives at
what is acceptable, where you slur, and where
it is separate.

Erdélyi: I'd like to say that the new version
with Paul’s bowings is a great improvement for
the piece. Because of my Hungarian back-
ground I differ, of course, here and there.
One principle I'd like to mention is that, in
Hungarian, syllables are strongly pronounced.
For this reason I find there are too many slurs
in both the Serly/Primrose and the Neubauer
parts, in light of how Hungarian folk singers
sing parlando and rubato. Much of the first
and second movement is like this. For me
the Concerto is much more speaking if I
separate the intervals from the steps in order
to bring out the differences that make more
tonguing, pronouncing syllables. That’s basi-
cally the reason I play somewhat different
bowings from Paul.

Neubauer: If I can just say that in every edited
piece of music I've seen, I've changed bowings
no matter how much I respect the person;
William Primrose, Paul Doktor, or whoever
the editor is, we all have our own personal
ideas. In terms of the opening, I look at it
completely differently. I look at the opening as
an introduction to when the orchestra comes
in. I see it as very calm at the beginning, then
getting gradually more excited. I don’t want to
bring out the intervals like that, because you're
going to have these intervals appear in the
piece many more times. My personal taste
starts softer than the Serly version, just very
calm and building up, but of course it’s a
very personal thing. Finally, my family is also
from that area of the world—my grandmother
was Hungarian. I am a fan of the folk music
of Hungary and Romania and have even
played with bands in numerous restaurants all
over the world.

Maurice: Malcolm, could you please just
touch on orchestration and texture?

Gillies: T'll really just address the issue of tex-
ture. What I was talking about yesterday was
the issue of there being not enough imitative,
contrapuntal texture in the orchestral part
in the work, and coupled with that, what
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imitation there is tends to be rather too regu-
lar. In the sketch we dont have any definite
indication of how the imitation should go at
certain points. In the Serly and Peter Bart6k
version, and I think yours, Csaba, it’s just direct
imitation down the fifth. It puts imitation at
one crotchet then goes on laboriously—pretty
unrelieved for 20 or 30 bars. I think thats one
of the dull passages that you, Elliott, were talk-
ing about. The piece needs more irregularity—
not just the imitation at the crotchet, regularly
following on in a boring way. There is no indi-
cation in the sketch that it should even be at
the crotchet or that there should be any imita-
tion at all. Barték was writing so fast to get to
the end of the third movement. Another ex-
ample is the theme from the first movement,
just before the orchestral tutti preceding the
second subject. That passage, when it comes
back in the first movement, is just a blank in
the manuscript. I think more calculated, irreg-
ular imitation at that section would fit exactly
with what Barték had been doing for the last
20 years. It would just help to make the piece
sound a little bit less four-square, and there is
as much justification to add more irregular
imitation as anything thats been done by Serly
or any of the other people. So that’s one very
constructive suggestion I've got for making the
texture more Bartdkian and less regular.

Maurice: Any comment on orchestration?

Dalton: What is your guess as to why Serly
ignored the clearly marked timpani indication
right at the beginning of the Concerto and
substituted pizzicato celli and bass?

Gillies: I think it was purely practical; he
thought that was a much easier thing to play.

Neubauer: You need more timpani and you
have to be moving the pitches around. I think
someone said it might be best to have a bigger
drum for the very low notes.

Gillies: And if you think of the problems
Barték had with timpani, in terms of the So-
nata for Two Pianos and Percussion in the
years previous to the Viola Concerto. . . .

Antokoletz: What'’s interesting is that the
Third Piano Concerto also opens up with
timpani, but for completely different reasons.
There’s something in his ear that requires tim-
pani in the opening.

Gillies: I think it’s great that the timpani is
there now. More orchestras manage this today
than 50 years ago.

Erdélyi: The Music for Strings and Celesta has

many different tunings for the timpani.

Gillies: But think of all the problems with

performance in the early days.

Maurice: It’s now time to bring this to a
close. I would just like to go along the line,
with each of you making a closing comment.

Gillies: I would just like to reinforce my con-
clusion of yesterday: if we are to go further
with this work, we have to get away from
the idea of further reconstructions and in-
stead come up with a further, very informed,
recomposition of the work.

Dalton: I have the copy of a kind of con-
gratulatory letter I wrote to Paul full of won-
derment that he, along with Peter Bartdk,
could persuade Boosey & Hawkes to bring
out yet another version—a considerable finan-
cial investment on their part. I just wonder if
we will arrive at a solution as such, or if we
will live with a kind of an amalgam for a
number of years. Right now I'm in a state of
ambivalence but also hoping that out of all
the confusion will come light.

Erdélyi: I think that one is inevitably con-
fused when confronted with all the new in-
formation that has just come out. I think it
has been a very positive step to publish the
facsimile and make it available. The new ver-
sion has corrected most of the notes that were
wrong in the Serly version. A very important
point is the copyright question: how can an
unfinished sketch be protected by copyright?
The Bart6k/Serly Viola Concerto—as it should
have been so titled—is copyright protected by
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Boosey & Hawkes. The Peter Barték/Della-
maggiore/Neubauer version is also copyright
protected by Boosey & Hawkes. This is the
main issue that paralyzes us. With all the re-
search, support, and openness that such a
panel brings together—and we have much
more information now—we need to ask Peter
Bartdk the following:

“Please allow Mr. Kurtag, a great Hun-
garian composer (I already made him inter-
ested), to write the orchestration, based only
on the manuscript and his vision of Bart6Ks
works. Let this happen, like the many Mus-
sourgsky works that were left in piano form
when he died but later received ingenious
orchestrations from Shostakovich and from
Ravel. Let this be possible for Barték’s Viola
Concerto, and let the public, in the 21st cen-
tury, come to a preference as to which one
they want to hear.”

Neubauer: Well, I don’t want to talk about
copyright laws. I'm not that attuned to the
legalities of the laws. Obviously they exist for
the protection of composers and their descen-
dants. I've performed this new version numer-
ous times and have always gotten very good
feedback about the version itself. I invite any-
one to listen to it; it’s a very effective work
this way. Of course you can add to it—you
can have 20 different versions of this piece. I
think it is incredibly close to what the manu-
script says, and it’s as close as anyone is going
to get. You may want to change this or that
according to your personal feelings, but when
you listen to this piece now, it has much more
of a folk element—much more of Barték’s
jaggedness as opposed to the Serly stream-
lined version. It holds together much better
now—the first movement especially, which is
less disjointed than it used to be, without all
the tempo fluctuations and added bars that
made it sound so uneven. I think the new
version is much stronger, and it’s what Barték
wrote. Do we want five thousand versions of
this piece? Maybe it would be interesting, but
this version works—that’s all I can tell you.
I've played it, and it works.

Antokoletz: Just a quick comment about the
copyright. Any material, sketches, memos, or
drafts all come under the copyright law of the

final printed version. I have learned through
my experience with Boosey & Hawkes that
copyright laws cover anything related to the
musical materials. In any case, my feeling
about all that’s gone on here with regard to
an authentic edition is that we are looking at
the work and trying to find all the answers.
Bart6k wrote a lot of music and there are a lot
of categories of works. There are works that
belong to the five movement arch forms,
there are works that belong to cumulative
works that get faster, there are works that
belong to the verbunkos or parlando rubato
followed by a fast movement, and there are
paradigms that we can use as tools to deter-
mine some of the structural problems in a
work like this. Barték makes his own com-
ments about this work—that it gets faster. I
read in my lecture the other day about the
increase in activity—not like the First String
Quartet, but it has some of that aspect to it.
We have to consider the increasing speed of
the piece, rather than suddenly slowing down
and disrupting the tempo. In any case, my
final statement about all this is that Barték
is a very complex composer and person. He
was an ethnomusicologist, pianist, arranger,
composer, and much more—we have to look
at all these features in a very scientific way to
be able to come to an authentic conclusion.
We have to understand folk styles; we have
to understand Barték’s own music; we have to
understand how he used articulations in other
works; and I think we have to use a certain
degree of intuition. We cannot go on the idea
that one person wants to do it this way, an-
other that way. I can’t agree with that. I think
it has to be done scientifically. We have a
great amount of information, scientific infor-
mation, what I call nonreflexive informa-
tion—information outside the composition
here—that can help us come to these deter-
minations. So, my argument is for scientific,
musicological, scholarly research combined
with a musically intuitive approach.

Maurice: My final comment is that I hope
these discussions haven't scared anyone from
playing this piece. Rather than being put off,
we should be inspired by the challenge of the
choices at hand. Paul has already said he

doesn’t expect everyone to follow exactly what
T
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he wrote in his version. His version, or at
least a lot of it, is his own personal taste. Most
of it you may enjoy playing, but I don’t think
Paul would be offended if you changed a slur
here and there, or marked a different finger-
ing, both of which are in the domain of inter-
pretation. So in terms of the solo part, I think
we should feel very encouraged now that we
are allowed to do some things that we might
not have thought we could before. In terms of
which version to play, I think the three of us
would say there is no way we could face play-
ing the old Serly version because we just feel
like we are playing wrong notes, which we
are. I think we should all consider this very
carefully if we play the Serly version—that
you are actually playing wrong notes. Now
Paul will probably say the only solution to

these questions is to play the new version com-
pletely, but there may be a third option, this
option being, if you like the Serly orchestra-
tion better, to play the revised solo part with
the Serly orchestration, obviously removing
the necessary bars. I dont know what Peter
Barték’s comment would be on that, because
youd be playing part of two separate versions,
but that’s certainly another option.

Finally, I would just like to thank the
panel for giving their time and energy to this
discussion—especially Malcolm, who has
flown all the way from Australia just for this
particular event.
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mong the problems that plague the left

hands of many violists is the collapsing
finger: the finger that should be round from
the hand to the string, but instead has the
“middle knuckle buckle.” For many violists
this problem occurs most frequently in the
fourth finger, less frequently in the third fin-
ger, and occasionally in the other fingers.

A number of people have prescribed ways
of strengthening the fingers, such as repeatedly
squeezing a small, hand-sized ball. This tech-
nique will, in fact, strengthen the muscles of
the fingers, but only those muscles thar flex
(pull the finger down to the string), not those
muscles that extend (raise the finger from the
string). This limits the usefulness of this ex-
ercise. Further, this exercise unbalances the
hand by failing to strengthen the lifting mus-
cles, which serve to help the fingers stay
rounded.

Many musicians are aware that most of
the muscles that move the fingers arise in the
forearm. All one needs to do to confirm this
fact is wiggle the fingers of one hand while
holding the forearm with the other hand;
you can feel all kinds of motion in the fore-
arm.

However, not quite as well understood is
that the hand itself contains muscles known

as intrinsic muscles. Though tiny, these mus-
cles are critical in performing fine motor work.
There is a way to strengthen them and let
them help keep the fingers rounded. The in-
formation here was given me by Dr. Nancy
N. Byl, who still manages to find time to
practice physical therapy despite being direc-
tor of the graduate program in physical ther-
apy and a consultant with the Health Program
for the Performing Arts at the University of
California School of Medicine, San Francisco.

These exercises are isometric, meaning that
they work a specific muscle fiber or group of
fibers by means of moving them to an ex-
treme while resistance is being applied to that
motion—in this case with another finger.
Although isometric exercises will not by

PICTURE 1: The finger being exercised in this exercise
must stay at a right angle to the main part of the hand.

themselves improve flexibility or coordina-
tion, they can build muscle mass and strength
without stressing the joints.

The first exercise affects the fingers’ exten-
sion, not flexion, and depends on a certain
hand position for it to be effective. In Picture 1,
the index finger is used to demonstrate this
exercise, but essentially any finger can be
used, although, as noted earlier, the little and
ring fingers tend to need this exercise most.
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PICTURE 2: This “pull-apart”™ exercise requires a friend
in order to perform it.

The finger being exercised must stay at a right
angle to the main part of the hand. If during
the exercise you inadvertently raise this finger
so that it is no longer at a right angle to
the palm, the intrinsic muscles are no longer
doing the work; the forearm muscles are
strengthened instead. Note in Picture 1 that
the index finger extends, while a finger from
the right hand supplies the resistance. Also
notice that at no time does the finger move
from a 90 degree angle with the palm.

Picture 2 illustrates other exercises one can
do to help strengthen the intrinsics and en-
courage the fingers to remain curved. I call
them “pull-aparts,” and I find that I must ask
a friend to help me with them. The “right
angle rule,” though critical for the exercise
above, is not relevant to the rest of these exer-
cises—the fingers can remain straight. The
idea in Picture 2 is to try to hold the little fin-
ger and thumb together while a friend tries to
pull them apart. This pull-apart exercise can
also be done a different way: with the left

PICTURE 3: Notice that in this exercise the friend’s fin-
gers are farther down on the hand.

hand in a position similar to that shown in
Picture 2, hold a piece of paper securely be-
tween the thumb and little finger, with all
knuckles bent, and try to pull or even tear the
paper out with the right hand.

The opposing muscles can be exercised as
well. With the left hand in the same position
as shown in Picture 2, place the fingers of the
other hand around the outside of the thumb
and little finger, between the base knuckle
and the middle knuckle; then try to separate
them while the right hand supplies resistance.
As these muscles are strengthened, you may
be able to separate the thumb and little finger

somewhat.

PICTURE 4: In this exercise, keep the fingers of the left
hand in the shape of a tube.

Using a piece of paper or cardboard again,
you can exercise yet another set of muscles.
Place the piece of paper or cardboard between
any two adjacent fingers of the left hand,
as though between scissors blades; then, as
before, squeeze the paper while trying to pull
it out with the right hand. The opposing
muscles can be exercised with a similar exer-
cise: with the same pair of fingers closed, try
to open them, as opening a pair of scissors,
while applying resistance with the right hand.

Picture 3 illustrates an exercise similar to
that illustrated in Picture 2, but instead you
must try to keep your hand curled up while a
friend tries to pull it open. Note that in Pic-
ture 2 the friend’s fingers are wrapped around
the thumb and litde finger, while in Picture 3
the friend’s fingers are lower down, on the
sides of the palm. Muscles opposite those ex-
ercised in Picture 3 can also be strengthened.
As shown in Picture 4, hold the left hand
rounded, like a tube, fingers extended; then



place the right hand over the left, around the
knuckles. While supplying resistance with the
right hand, try to spread open the tube that is
formed by the left hand.

In conclusion, it is never a good idea to

engage in any exercise with such enthusiasm
that we martyr ourselves, as did Robert Schu-
mann. Start slowly and gently, and increase
slowly! In this way we may be able to train
ourselves pain-free.
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Michael Tree, a founding member of and violist
with the Guarneri Quartet, is one of the most
widely recorded musicians in America. He has
more than 80 chamber music recordings to his
name and has recorded with Artur Rubinstein,
Emmanuel Ax, lsaac Stern, Jaime Laredo, Pin-
chas Zukerman, and Rudolf Serkin. In August
1997, Les Jacobson, secretary of the Chicago
Viola Society, interviewed him at his summer
home in Marlboro, Vermont.

Jacobson: Your first teacher was your father,
Samuel Applebaum—tell me about his back-
ground.

Tree: My father was a violinist who spent
most of his years teaching in New York Ciry.
He studied there briefly with Leopold Auer
and Franz Kneisel, a well-known German vio-
linist—I believe he was concertmaster of the
Boston Symphony at one time.

Jacobson: How did you come to change your
name from Applebaum to Tree?

Tree: Ironically, my ancestry is Russian, not
German. Applebaum is derived from the name

Apfelbaum, which in German means “apple
tree.” Later, when I took a professional name,
I just shortened it and anglicized it.

Jacobson: Parent-teachers can be difficult,
especially when they’re well known and have
fairly strict ideas. What was it like to study
with your father?

Tree: It wasn’t nearly as formal or as struc-
tured as you might think. My father would
just pop in and listen to me practice for a few
minutes. He taught a great deal at home, so
he was constantly able to monitor what I was
doing. The lessons took place any time of the
day or night when he happened to be free and
I was around: sometimes in his studio, some-
times in the kitchen or my bedroom. In other
words, it was a very familial situation. I didn’t
really have a formal violin lesson until I was
12 years old, and by that time, I had studied
at home for seven years.

Jacobson: Which of the great string players
did you meet during your father’s interviews?

Tree: My father wrote two series of books,
With the Artist and The Way They Play, based
on interviews with many great string players.
I was lucky enough to have tagged along as a
little kid and met the likes of Kreisler, Elman,
Zimbalist, Heifetz, and many others. The
books profiled just about all of them. I was
there for interviews with Heifetz, Piatagorsky,
Primrose, Stern, Francescatti, Milstein, and
many others.

Jacobson: What was it like to meet Heiferz?

Tree: Absolutely stunning. I remember the
moment we knocked on the door of his
hotel room in New York City. When Heifetz
opened the door, I almost fainted. Even at the
age of eight or nine I was aware that meering
him was something extraordinary. I knew all
of his recordings and had even heard him
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perform. My father used to turn pages for all
the great players who performed in Newark,
where we lived, and I would sit backstage.
That’s where we heard Heifetz, as well as
Kreisler, Huberman, and Szigeti. I remember
taking pictures on my little Brownie camera of
my father with Heifetz—he was very gracious.

Many of the pictures I took appeared in my
father’s books.

Jacobson: Tell me about the great violists you
have known.

Tree: I was lucky enough to have known Prim-
rose personally. He taught at Curtis when I
was there, so I worked with him in chamber
music, although as a violinist, not as a violist.
He was a tremendous player, although there
weren't many opportunities to hear him in
public because there were few viola recitals
then. He was an outstanding spokesman for
the viola.

Jacobson: Who has influenced or impressed
you since Primrose?

Tree: Too many to name. There are so many
wonderful violists, many of whom are personal
friends, I'd have to mention 20 names.

Jacobson: There is the impression that funda-
mental string training used to be a good deal
more rigorous and regimented than it is today.
Is that true in your experience?

Tree: My lessons at home were informal; the
training was nevertheless rigorous. My father
wrote a methods book from which I studied—
a good steady diet of basic exercises. I went
through a steady diet of all the important
methods: Kreutzer, Dont, Sevcik, Rode, and
many others, working up to Wieniawski and
Paganini. Plus, I had my daily dose of scales.
In a sense, it was like military training. I think
many of today’s players have returned to that
regimen. The old methods books are all tran-
scribed for viola, and I hope students will use
them.

Jacobson: When did your formal training be-
gin and what was that like?

Tree: When I was 12, my parents enrolled me
in violin lessons at the Curtis Institute. For the
very first time in my life I was expected to play
for someone with all the discipline and trim-
mings of a real violin lesson. The lessons lasted
an hour, which was totally new to me.

Jacobson: That must have been a difficult
transition for you.

Tree: It was. I had always thought a violin les-
son was something that happened between
meals or whenever there was a free moment.

Jacobson: And you commuted from Newark

to Philadelphia?

Tree: My Mother took me. It was right after
World War II, and a lot of the students were
much older than I was because they were re-
turning from Europe to resume their studies.
My first year I studied with Lea Luboshutz.
She was a well-known Russian violinist who
retired a year later—maybe I had something to
do with that.

Jacobson: That seems unlikely, doesn’t it?

Tree: Who knows? I was a pretty unruly kid,
never having had the discipline to actually play
for a stranger for an hour at a time.

Jacobson: So the transition was difficult for
both of you?

Tree: Well, it was for me. She was very out-
spoken—and she gave me hell. She insisted I
practice a great deal and come fully prepared.
Also, I had to look presentable because Curtis
was, and still is, a very proper, almost nine-
teenth-century styled conservatory. After a
year, Efrem Zimbalist became my teacher.

Jacobson: Were you ready for Zimbalist after
only a year there?

Tree: He took me under his wing. I guess I
represented some sort of challenge and he de-
cided to see what he could do with me. I was
very, very lucky because he took a liking to me.
He taught me for 10 years.



Jacobson: What was it like working with him?

Tree: Absolutely wonderful. He had studied at
the St. Petersburg Conservatory when Rim-
sky-Korsakov was director, he had played the
Glazunov Concerto under Glazunov’s stick,
and he knew so many of the great Russian
players. Zimbalist was a great player and had a
unique ability as a teacher to explore each
individual’s needs and personal style of play-
ing. When it came to fingerings and bowings,
for example, he was anything but dogmatic. If
something didnt go well, he would try to fig-
ure out why; he would come up with a whole
new set of ideas and new fingerings. Even with
passages that he played a certain way all his
life, he was perfectly willing to experiment
with new ideas. He taught me a great deal
about using extensions and contractions,
which I found doubly effective on the viola.

Jacobson: Like half position and fourth finger
extensions?

Tree: All fingers. Even today on the viola I like
to demonstrate a four octave arpeggio without
a single shift. You might not dream of doing it
in a fast passage because it gets very compli-
cated. But it’s a way of demonstrating how
supple and rubbery the hand can be and how
it can stretch way beyond what we are often
taught, thereby avoiding a lot of unnecessary
shifting. And that’s particularly applicable to
viola playing. These were ideas that were quite
revolutionary to me. You almost never find
such fingerings in printed editions of the great
works, because they reflect the way people
played almost a hundred years ago. It was just
the norm to slide and shift all over the place
without giving much thought to what a glis-
sando should represent within a phrase.

Jacobson: What else did Zimbalist reveal to
you during the 10 years you studied with him?

Tree: He was a beautiful musician; he really
did put the music first—in his own playing
and his own mind. He was very devoted to
what he considered the truth—the message of
the music. He would become very offended if
he thought any one of us was just doing cute

things: making beautiful effects for the sake of

exhibiting our own style, but that didn’t really
work.

Jacobson: It was while you were studying
with Zimbalist that you first performed at Car-
negie Hall. Tell me about that—the reviews 9
were extraordinary. o
Tree: I was only 20 years old, so it would —*
have been 1954. Mr. Zimbalist sponsored the o2

concert, even loaned me a beautiful del Gesu
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fiddle, and arranged the whole thing. Two
years later, I again performed a recital at Car-
negie Hall, also through his auspices.

Jacobson: At what point did you make the
transition to viola, or were you always playing
the viola?

Tree: I dabbled with viola playing. There was
a policy at Curtis—and I think it was a very
good one—that every violinist had to play
the viola. For one year we studied the viola as
our principal secondary instrument. At that
time Max Aronoff, the violist with the origi-
nal Curtis String Quartet, taught viola. He
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was a wonderful player and teacher. So, I
received a smattering of viola technique and
repertoire from him.

Jacobson: You weren’t taking it seriously at
that point?

Tree: I loved it, but I didn’t really appreciate
it. Some years later, I was asked by Rudolf
Serkin to play a recital with him in New York
City at the Metropolitan Museum. One of
the three works of the program happened to
be the Mozart trio for clarinet, viola, and
piano. The two other works were the Brahms
horn trio and the Beethoven piano trio, both
of which had sizable violin parts. The Mozart
trio came in the middle of these three works,
and I didn’t even own a viola! Mrs. Serkin
kindly loaned me the viola, a beautiful J. B.
Guadagnini that had belonged to her father,
Adolf Busch. I found myself playing this very
beautiful, demanding work with soloistic
parts for all three players. I had to play the
opening Beethoven trio, the opus 1, no. 1,
then grab the viola backstage between bows,
then walk out with the viola without even
having played a note on it. In other words, I
was taught in a hurry not to make too much
fuss about transitions from one instrument to
the other.

Jacobson: I thought Pinchas Zuckerman had
made that point moot because he switches so
frequently, even within a single program. But
maybe before him it was considered more of a

challenge.

Tree: Well, of course Pinky is a superb violist.
But Kreisler played the viola. He and Zimbal-
ist often played the Sinfonia Concertante in
public. Menuhin recorded the Walton Viola
Concerto at the same time he recorded the
fiddle concerto. The list goes on—so it’s not
as unusual as we think.

Jacobson: When and how did you make a
permanent switch to viola?

Tree: After that experience I rarely played the
viola until the Guarneri Quartet was formed.
It happened one fine day in 1965 when we all

sort of came together at Marlboro. We had
known each other as players, but we were
basically three violinists (Tree, Arnold Stein-
hardt, and John Dalley) and a cellist (David
Soyer). Obviously, one of us had to make the
switch. I practically insisted on being given
the chance to play the viola because it was a
challenge: another voice, something I had
never done. I have to admit that nobody in
their right mind would have given us the
odds for staying together more than a year or
two because that’s the way most quartets seem
to operate. I guess we were all known to be
pretty opinionated and headstrong as players;
I think people were actually taking bets on
how long it would last. Well, thirty-three years
later we're still the same four guys, and when
people ask us how that happened we can’t
quite understand it ourselves.

Jacobson: Personal chemistry, perhaps?

Tree: That, and the fact that we all came from
more or less the same background. We had all
studied at Curtis together (the three violin-
ists), we had been friends, and we had played
together in many other configurations. The
cellist was older than we were, but he and I
had formed a piano trio some years before—
the Marlboro Trio—and had toured together.
By the time the four of us decided to form a
quartet, we had a lot of encouragement from
people like Sasha and Mischa Schneider from
the Budapest Quartet, Casals, Serkin, Felix
Galimar, and a host of other players—all of
whom took a very friendly, almost paternal in-
terest in us.

Jacobson: So you had to learn the whole
chamber music repertoire on the viola?

Tree: Absolutely. And at the time I didn’t even
own a viola. For two or three years I just bor-
rowed instruments from anyone who would
be good enough to loan me one. A number of
people came forward, including Boris Kroyt
of the Budapest Quartet, who loaned me a
very lovely 18th-century Venetian viola by
Deconet, which he played.



Jacobson: When did you find a permanent
instrument?

Tree: Two or three years later I happened to
be visiting the Frangaise shop in New York
City, and the instrument of my dreams was
there. It's been my instrument ever since. It’s a
Dominicus Busan, also Venetian from the
18th century. It’s 17 and 1/8 inches and very
broad across the shoulders.

Jacobson: You're not very tall. How do you
manage a 17-inch viola?

Tree: The stock
answer would be
“with great diffi-
culty.” But going
back to the idea of
extension finger-
ing, for example, I
had to rearrange
my thinking and
apply some of
the principles I
learned early in
my career about
contractions and
extensions, only
much more so.
Primrose used to talk about being in many
positions at once, with the hand moving back

and forth.

Jacobson: The mind has to be pliable, too. I
think a lot of people grew up with shifting as
a fixed motion or mechanism and it’s hard for
them to adjust.

Tree: Absolutely. At first, many of my stu-
dents complain that they miss the sense of
knowing where they are, of being in one posi-
tion at a time, even if it means moving the
hand up and back a number of times. They
say intonation can suffer as a result. Well,
they may be right, but its still a much more
efficient and scientific way of playing, and
best of all, it cleans up the brain in such a way
as to enable a glissando, in its rightful place,
to be much more effective. It’s not cluttered,

The Guarneri Qaurtet: Arnold Steinhardt, John Dalley,
Michael Tree, and David Soyer (from lef?). you

or surrounded by a lot of unnecessary shifts
and slides.

Jacobson: You never had physical problems
with a viola that big?

Tree: Never.

Jacobson: Tell me about the quartet’s early
years. At what point did it begin to feel like a
permanent fixture?

Tree: Actually, we never gave one thought to
the future. To this
day we’ve never
discussed objec-
tives or long-
range plans. The
best thing that
happened to us
was that right
away we were
simply too busy
to WorIry or ago-
nize over what to
do in the future.

Jacobson: Were
receiving
many bookings?

Tree: Right away. And we were lucky: sight
unseen, or unheard as it were, we were given a
position at the State University of New York
in Binghamton.

Jacobson: As the resident string quartet?

Tree: In a way. That first year we played 15
different programs, for a total of about 45
quartet pieces. And each visit was accompa-
nied by a master class or open rehearsals—in
other words, a weekend of activity. I don’t
mind telling you the total salary for the quar-
tet that year was $10,000: $2,500 a man. And
we broke our backs learning all that material!
Imagine playing 45 quartets in your first sea-
son. Traditionally, string quartets are sup-
posed to mature over a long period of study
and research. But our backs were against the
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wall from the first day we began rehearsing.
We didn’t even have a name, and we had to
get publicity out right away. Actually, it was
Boris Kroyt who asked us to consider the
name, because he had played in a quartet
called the Guarneri in Germany between the
wars. It was apparently a good quartet.

Jacobson: It sounds like a blessing in disguise
that you had to learn all this material right
away because it gave you a tremendous foun-
dation.

Tree: I'll tell you one thing: it taught us how
to get things done. We used to talk too much
and theorize and argue and discuss. We found
out the best way to circumvent all the unnec-
essary chatter was simply to play. And you
know rehearsal technique is damned impor-
tant—it’s hard to teach. The tendency and
the temptation during rehearsal is to just
sound off, to spout beautiful theories and
ideas. We simply did not have that luxury,
and it may have been the best thing that hap-
pened to us.

Jacobson: What about democracy within a
quartet? Are you, in effect, four equals? If so,
how do you resolve your differences?

Tree: There is a lot of discussion within the
quartet. But there is no single dominant per-
sonality. I've never understood the attitude of
quartets who seem to gravitate toward one
single player. I've always taken the position
that any quartet with a leader will play that
way. We have four leaders that share leader-
ship as the music dictates, because it’s all in
the music. An early Haydn quartet will have
more of the melodic material played by the
first violin, but once you go beyond that and
play Mozart and Beethoven, then Mendels-
sohn, Schumann, Brahms, Tchaikovsky, and
certainly into the 20th century, the idea of a
leader is anathema to good playing.

Jacobson: What is the quartet’s current status?
Are you busy as ever, or are you planning to
cut back?

Tree: We're still quite busy, and we have a very
full season ahead. This year we'll travel to the
Orient, South America, Europe, and within

the U.S. We'll play 60 or 70 concerts. And

because we take the summer off, we're squeez-
ing all that, plus teaching, recording, and re-
hearsing, into nine months. In addition, we
just recorded two Schubert quartets: Death
and the Maiden and his quartet in A minor.
We also recorded Mendelssohn’s octet with the
Orion Quartet and his quartet in D major.
In the winter we're going to record the Verdi
Quartet and the Souvenir de Florence by
Tchaikovsky.

Jacobson: You’ve recorded more than 80
chamber works, inside and outside the quar-
tet. What are some of your favorite record-
ings?

Tree: You've got me there. I have a terrible
time with recordings. Frankly, I don’t listen to
them. When we record a piece, I take the view
that it represents a single day’s work. And it
might not even be the way we would play
that same work a week later. In other words,
there’s nothing definitive about a recording.
I’m not even sure I'd enjoy listening to any
of mine. When I have the time, I'd much
rather listen to symphonies, operas, folk mu-
sic, jazz, or a particular passion of mine at the
moment, tangos—but not string quartets.
Sometimes it can be a little embarrassing
because T'll turn the radio on in the car and
hear one of our quartets and be fooled.

Jacobson: You don’t recognize your own play-
ing?

Tree: No. Many of these recordings were made
20, even 30 years ago, and we just don't play
that way any more.

Jacobson: How has your playing changed?

Tree: It's really unsafe to generalize. In some
cases we play a little slower, but then again
we might play a little faster. And these deci-
sions might not even be deliberate. But you
know, we’re not the same people we were
30 years ago, and certainly our playing has
changed. It’s hard to verbalize. Perhaps, we're
a little freer and were not quite as obsessed
as we were in the early years—when we had
something to prove—with sounding “good” as
a quartet. On the other hand, that’s a danger-
ous statement to make because it may imply



that our ensemble is a little looser now, and I
don’t mean that at all. Somehow, when you
play a great work many times, you are cer-
tainly more comfortable with it, or should be.

Jacobson: What are your favorite quartet
pieces to play?

Tree: That’s tough. I'd like to think whatever
were playing at the moment is our favorite,
because we play only works we enjoy.

Jacobson: Yes, but pursuing the proverbial des-
ert island question: Which Beethoven quartet
would you pick if you could listen to only
one?

Tree: At this very moment the “harp” quartet.
But in 10 minutes I might change my mind.

Jacobson: How about Shostakovich? Have
you played all the 15 quartets?

Tree: Oh no. I have to admit we have a little
bit of discussion within the quartet on that
topic—I was about to say disagreement. We
like some Shostakovich quartets better than
others. We've played the Seventh and the
Eighth, and of course the Piano Quintet, and
even some wonderful pieces for string octet
that are rarely performed.

Jacobson: Does that suggest there are certain
Shostakovich pieces you wouldn’t play?

Tree: I'm afraid so. We've had some problems
programming some of the other Shostakovich
quartets, and we may never play them.

Jacobson: How about the Barték six?

Tree: All six are masterful. We love them and
we play them all. I guess the Sixth is a monu-
mental summing-up, like Beethoven’s opus
131.

Jacobson: You were raised in a teaching house-
hold, went to a great conservatory, and you
studied under great teachers. Now that you've
been teaching all these years, what can you
tell me about your teaching career as a com-
plement to your playing career?

Tree: Obviously, I enjoy it very much. I teach
at the Curtis Institute, where we have a small

and very select student body of about 150.
I’m very grateful for everything Curtis has
done for me, so 'm very much in love with
the school. The entire atmosphere there is
very conducive to learning and very family-
like. I also teach at the Manhattan School in
New York City, Rutgers University, and the
University of Maryland.

Jacobson: What advice do you give violists in
a student string quartet?

Tree: I find that many young violists, even in
fine quartets, have to learn to project more.
They have more responsibility to cut through
and be heard through the layer of sound on
either side—it’s something that isn’t always
very strategic. I find that many violists in
quartets use fingerings that don’t cut through,
often because they go into the higher posi-
tions thinking they might sound warmer,
more expressive, or louder, and that’s not the
case. The lower positions and open strings
can often project better. When players go into
the third, fourth, and fifth positions in sing-
ing passages, they're actually going into the
softer register of the instrument.

Jacobson: How do you compare today’s stu-
dents with those of 20 or 30 years ago?

Tree: They've certainly changed in appear-
ance! After just listening to several weeks of
concerts here at the Marlboro Festival, I have
to say some of the students are just incredible;
the level of playing has never been higher.
There will always be standouts, but in addi-
tion, the overall level of playing is as high or
higher than it’s ever been.

Jacobson: It’s fashionable to criticize today’s
young players as sounding alike and some-
what mechanical, so that they don’t stand out
from one another the way the older virtuosi
did. Is that accurate?

Tree: I can understand that point of view be-
cause competitions have created a need to
conform and to remain uncontroversial. It’s
something I'm not very happy about. I dont
prohibit or discourage my students from
entering competitions, but I don’t ask them
to. The reality is that competitions do help
some players gain prominence.
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Jacobson: Has your approach to teaching
changed over the years?

Tree: Someone said teaching is the art of
assisting discovery—I truly believe that. We
have to help young players discover their own
potential and styles of playing rather than
imposing on them what we would do. Every
player is different—every anatomy is differ-
ent. I would never ask a player simply to
copy down the fingerings or bowings I use,
even though that is an accepted method of
teaching elsewhere. And whenever I do sug-
gest something, I always encourage students
to challenge me.

Jacobson: What about the status of viola
today, versus a generation ago?

Tree: The instrument was essentially ignored
for years because the opportunities were so
limited. You had to make a career playing
Harold, Telemann, the Brahms sonatas, or
the Bach suites, and that’s just not enough—
as great as that music is, it’s not going to keep
young players interested very long. But today
there are many great works: the Walton and
Barték Concertos, the Shostakovich Sonata,
Hindemith, and others. Many of the wonder-
ful composers are writing big viola pieces.
And a whole army of wonderful young vio-
lists is coming up, many of whom started on
the viola, which is an interesting departure: it
shows how far the viola has come in popularity.

Jacobson: Why is that?

Tree: It’s something that had to happen. The
quality of the sound is so agreeable to people.
It is the closest sound to the human voice
of any string instrument. And I think we've
heard enough of the pyrotechnics of the great
violin concertos, which have been played and
recorded so many times. Today people are
interested in sounds that were, until a few
years ago, rather unfamiliar.
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Ein Tanz.

Flott,doch nicht zu rasch.

Fritz Becker Op.16 NO 2.
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BERMANY RITTER

N2 1. Airvarié von P Rode.Op10. .. . . PrM1.0.
N2 2. Elegievon HW.Ernst.Op10 PrM1.50.
Ne 3. Suite (Sarabande, Gavotte, Andante, Allegro) von Joh.Seb.Bach Pr.u250.
N2 4. Nocturne von F. Chopin.Op.9.N°2 Pesl. .
N¢ 5. Lied ohne Worte von F. Mendelssohn- Bar’rholdy Opaé Neo o PeMl_
N¢ 6 Russische Melodie (Kosakentanz ) P M _75.
N2 7. Moto perpetuo von N. Paganini (NachgelassenesWerk) P2
N2 8. Friihlingslied von F. Mendelssohn-Bartholdy. Op.62.N°6 PrM1_
N2 9. LiedohneWorte von F. Mendelssohn- Bartholdy Op.85.N°1. PrM1_.
N2 10. Adagio cantabile aus der Sonate pathétique von L.v. Beethoven. Op 13. PrM1._
N2 11. Romanze von Ch.Davidoff. 0p.23 e PI'M150.
N2 12. Cavatina von J. Raff. 0p.80.N23 R . ~ PrM1.50.
N2 13. Wiegenlied von Fr Schubert. Op. 98.N°2. o o PeMLTs.
N2 W Impromptu von Fr Schubert. Op.90. N & U PrM2._.
N2 15. Serenade aus dem Quartett N? 74 von Jos. Haydn . PrM1.__.
N2 16. Notturno aus der Musik zum bommel nachtstraum“v. F. Mendelssohn-Barth.PrA(1.50.
N2 17. Walzer von F. Chopin.Op.34. N°2. . PeMl_.
N¢ 18. Adagio aus dem Clarinettenconcert von W A. Mozart. _ e PEML
N2 19. Aria von Francesco Durante (ges. 1684 gest. 175 ) ... e PEMLL
N2 20. Larghetto von Giuseppe Tartini (yeb 1692, yesz‘ 7). o PEML
N¢ 21. Czardas. . PrMl._.
N2 2. Lento von Joh. Seb.Bach = o PeMI_.
N¢ 23. Siciliano von Joh.Seb.Bach . R o Pe ML
N¢ 24. Adagio von Joh.Seb.Bach. L L B - PrM150.
N2 2). 4 alischottische Volkslieder. . o , . PeM1s0.

Die Bearbeitungen sind Eigenthum des Verfegers. Lingetragen in das Vereins-Archiv.
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Ein Tanz.

Viola alta. Fritz Becker Op.16 NO2.
Flott,doch nicht zu rasch.
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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 Interna-
tional and the American Viola societies.) Viola scores in PIVA up to 1985 are identified in Franz
Zeyringer Literatur fiir Viola (Verlag Julius Schinwetter Jun., Hartberg, Austria, 1985), where
they are marked with a +. This present series of installments will eventually make the listing current,
after which a new acquisitions list will be published annually in JAVS. The entries are listed accord-
ing 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.

1995 Acquisitions

Viola d’amore-Solo
Eyser, Eberhard. Cadenza fiir Viola d’amore.
Stockholm: Edition Margana, [1986?], c1971.

Viola-Solo
Amerongen, Jan van. Canzona: per viola sola,
1984..Amsterdam: Donemus, c1992.

Arizaga, Rodolfo. Ciaccona per viola. Buenos

Aires: E.AM., c1980.

Biber, Heinrich Ignaz Franz. Passacaglia for viola
alone; edited and arranged by Robert Bridges.
Houston, Tex.: RBP Music Publishers, c1989.

Coenen, Paul. Grosse Tokkata: fiir Viola solo; op.
134. Berlin: Astoria Verlag, c1992.

Fennelly, Brian. Tesserae III: for solo viola (1976).
Newton Centre, Mass.: Margun Music, ¢1990.

Gartenlaub, Odette. Etude concertante: pour alto

solo. Paris: G. Billaudot, c1984.

Grimsland, Ebbe. Marsch variante ohne General-
bass: fiir Viola-Solo: Werk I, 1989. Stockholm:
Svensk Musik, [1989?].

Hammerth, Johan. Vindfillen: viola solo. Stock-
holm: Svensk Musik, [1989?].

Havelka, Svatopluk. Quiet joy = Stille Freude: per
viola sola. Praha: Cesky Hudebni Fond, 1986.

Hindemith, Paul. Sonate fiir Bratsche allein = for
solo viola; op. 31 no. 4; nach dem Notentext der
Hindemith-Gesamtausgabe herausgegeben von
Hermann Danuser. Mainz, New York: Schott,

c1992.

Hiibler, Klaus-K. Lamento, scherzo ed arioso: per
viola sola: das ist, der Stiicke fiir Maria fiinfter

Teil. Wiesbaden: Breitkopf & Hirtel, c1985.

Konitek, Stépdn. Eine kleine Trauermusik: im
Vierteltonsystem: fiir Viola solo. Miinchen:

Filmkunst-Musikverlag, c1989.

Kowalski, Julius. Improvizdcia III/a-b pre violu
s6lo. Bratislava: Slovensky hudobny, 1984.

Mamlok, Ursula. From my garden: viola solo;
[edited by David Sills]. New York: C. F. Peters,
c1987.

Mieg, Peter. Doris: fiir Bratsche Solo. [Germany?]:
Musikedition Nepomuk, c1989.

Monnet, Marc. Fantasia bruta: pour alto. [Paris]:

Ricordi, c1984.

Patterson, Paul. Tides of Mananan; op. 64: for
viola solo. London: J. Weinberger, c1987.

Reger, Max. Drei Suiten fiir Viola solo; op. 131d;
nach einem Autograph und der Erstausgabe her-
ausgegeben von Franz Beyer. Miinchen: G. Henle,

cl1991.

Scelsi, Giacinto. Manto: pour alto solo. Paris: Edi-
tions Salabert, c1988.

Schmidt, Hartmut. Viola-sola per Veronica.
Grifelfing: Comusica, ¢1989.

gesték, Zdenék. Interludia, viola. Praha: Supra-
phon, 1987.

Shoujounian, Petros. Monologue 1: pour alto seul

L
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(1985). Saint-Nicholas, Que., Canada: Dober-
man, c1986.

Suderburg, Robert. Solo music II: ritual cycle of
lyrics and dances: for unaccompanied viola; edited
by Donald Mclnnes. Bryn Mawr, Pa.: T. Presser,
c1991.

Taub, Bruce J. Sonata for solo viola. New York:
C. F. Peters, c1993.

Thoma, Xaver. In Erwartung—: fiir Bratsche
allein. S.1.: Thombi, [1986?].

Thoma, Xaver. II. Sonate fiir Bratsche allein:
(1988). S.1.: Thomb4, [1988?].

Thoma, Xaver. Studie: El Escorial: fiir Bratsche
allein: (1987). S.I.: Thomby4, [1987?].

Vackét, Dalibor C. Dialogues: for viola solo. Praha:
Cesky Hudebni Fond, 1963.

Zielifiska, Lidia. Glossa: na altéwke lub skrzypce =
for viola or violin. Warszawa: Brevis, [1986?].

Flote, Violine und Viola

Beethoven, Ludwig van. Serenade, D-Dur fiir
Fléte, Violine, und Viola; op. 25. Leipzig: E.
Eulenburg, [193-?].

Fl6te, Violin und Violoncello

Thiele, Seigfried. Trio fiir Fléte, Viola und Vio-
loncello: 1986. 1. Auflage. Leipzig: Deutscher
Vetlag fiir Musik, c1988.

Fl6te, Viola und Contrabass

Sperger, Johann Matthias. Trio D-Dur fiir Fléte,
Viola und Kontrabass. [Hrsg. von R. Malaric].
Stimmen. Wien: Verlag Doblinger, c1988.

Fl6te, Viola und Gitarre
David, Thomas Christian. Trio fiir Fl6te, Viola
und Gitarre. Wien: Doblinger, c1989.

Gattermeyer, Heinrich. Kassation I fiir Flote,
Viola und Gitarre. Hrsg. von Karl Scheit. Wien:
Doblinger, ¢1990.

Kinkelder, Dolf de. Two different pieces: for flute,
viola, and guitar: 1989. Amsterdam: Donemus,
¢1990.

Koch-Raphael, Erwin. Composition no. 40: fiir
Fléte, Viola und Gitarre: 1989. Spielpartiture.
Berlin: Bote & Bock, c1991.

Koch-Raphael, Erwin. Styx: fiir Flste (Picc., Bass-
od. Altfl.), Viola und Gitarre: 1990. Berlin: Bote
& Bock, c1991.

Takécs, Jend. Verwehte Blitter: fiir Flote, Viola
(Violine) und Gitarre; op. 113. Herausgegeben
von Karl Scheit. Wien: Doblinger, c1990.

Visser, Dick. Broken mirror: for flute, viola, and
guitar, 1990. Amsterdam: Donemus, c1991.

Fl6te, Viola und Harfe

Grisoni, Renato. Sonata a tre per flauto, viola e
arpa; op. 37. Basel, Suisse: Edition Kneusslin;
Chester, N.Y.: Sole agent for USA, Foreign Music
Distributors, c1989.

Leyendecker, Ulrich. Sonate fiir Fléte, Viola und
Harfe = Sonata for flute, viola, and harp. Ham-
burg: Sikorski, c1991.

Piston, Walter. Souvenir: for flute, viola, and
harp. New York: Associated Music Publishers;
Milwaukee, Wis.: Distributed by H. Leonard,
cl1991.

Raphael, Giinter. Sonatine fiir Flote, Bratsche und
Harfe; Op. 65, Nr. 1. Wiesbaden: Breitkopf &
Hirtel, 1952.

Regt, Hendrik de. Proteus: flauto, viola, arpa: op.
38. Amsterdam: Donemus, c1974.

Fléte, Viola und Harfe (arr.)

Bach, Carl Philipp Emanuel. Deux menuets et
une polonaise pour flite, alto et harpe; adaptation
de Francis Pierre. Paris: Editions Musicales Trans-
atlantiques, c1975.

Flote, Viola und Klavier
Bach, Carl Philipp Emanuel. Trio no. 3 [in G
Major for flute, clarinet, and piano, or flute (vio-
lin), viola, and piano]. Realization of the figured
bass and revision by Guiseppe Piccioli. New York:
International Music, c1955.

Fl6te, Viola und Cembalo

Locatelli, Pietro Antonio. Triosonate F-Dur fiir
Querfléte (Violine, Oboe), Viola d’amore (Viola,
Violine) und Basso continuo. Herausgegeben von
Heinz Berck. Wolfenbiittel: Méseler, c1991.

Telemann, Georg Philipp. 54. Triosonate in G-
Moll fiir Flste, (Oboe, Violine), Viola da gamba
oder Viola, und Basso continuo = 54. sonata a tre



in G minor for flute (oboe, violin), viola da gamba
or viola, and basso continuo. Herausgegeben von
Bernhard Piuler; Continuo-Aussetzung von Willy
Hess. Erstdruck. Winterthur, Schweiz: Amadeus,
1994.

Telemann, Georg Philipp. 83. Triosonate in F-
Dur fiir Altblockflste (Fléte), Viola da gamba
oder Viola oder Violoncello und Basso continuo =
83. sonata a tre in F Major for treble recorder
(flute), viola da gamba or viola or violoncello, and
basso continuo. Herausgegeben von Bernhard
Piuler; Continuo-Aussetzung von Willy Hess.
Winterthur, Schweiz: Amadeus, 1991.

Oboe, Viola und Harfe
Beyer, Frank Michael. Trio fiir Oboe, Viola und

Harfe: 1980. Berlin: Bote & Bock, c1990. &&—g
v
3

Oboe, Viola und Klavier ~ T3
Foote, Arthur. Sarabande and Rigaudon: for oboe
(or flute), viola (or violin), and piano; edited by
Stephen Kiser and Douglas B. Moore. Boca
Raton, Fla.: Masters Music Publications, c1991.

Loeffler, Charles Martin. [Deux rapsodies pour
hautbois, alto et piano]. New York: McGinnis &
Marx Music, 187-2.

£y
|l
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Telemann, Georg Philipp. 87. Triosonate in A- Loefﬂef, Charles .Martin. Two fhaPSOC.liCS. for §
Moll fiir Flste, Viola da gamba (Viola) oder oboe, viola, and piano. New York: McGinnis & Ao
Violoncello und Basso continuo = 87. sonata a tre ~ Marx, c1979.
in A Minor for flute, viola da gamba or viola, and . )
basso continuo. Herausgegeben von Bernhard Loefﬂef, Charles .Martln. Two rhapsodles. for -
Pduler; Continuo-Aussetzung von Willy Hess. oboe, viola, and piano. New York: McGinnis &
Winterthur, Schweiz: Amadeus, 1990. Marx, c1979, c1986.
Fléte, Viola und Cembalo (arr.) Klarinette, Viola und Harfe
Alpher, David. Atlantic legend: for flute, viola,  Haselbach, Josef. Vorschatten: fiir Klarinette, Viola
and harpsichord. Lakeland, Fla.: Brixton Publica- und Harfe = Foreshadows: for clarinet, viola, and
tions, c1994. harp: 1988. Winterthur: Amadeus, 1989, c1988.
—————————————————————————— fJ ————————————————— —————
MAKER OF VIOLINS,
VIOLAS AND CELLI
Instruments of Distinction
| Played Internationally
GEOFFREY OVINGTON VIOLINS
STANTON ROAD ”
SHUSHAN, NY 12873
US.A.
518-854-3648
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ALBAN BERG STRING QUARTET BUFFALO PHILHARMONIC OSLO PHILHARMONIC
DEUTSCHE KAMMERPHILHARMONIE LAFAYETTE QUARTET VIENNA RADIO SYMPHONY
NEW YORK PHILHARMONIC BAVARIAN RADIO SYMPHONY (PR. VLA.) NORWEGIAN CHAMBER ORCHESTRA
! JOACHIM-KOECHERT QUARTET ST. CeCILIA CHAMBER ORCHESTRA GOTEBORG SYMPHONY
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Klarinette, Viola und Klavier
Hekster, Walter. Trio for clarinet, viola, and piano:
1990. Amsterdam: Donemus, c1991.

Poort, Hans. Piano, altviool, clarinet: 1988. Ams-
terdam: Donemus, ¢1990.

Fagott, Viola und Klavier

Gubaidulina, Sof’ia Asgatovna. Quasi hoquetus:
fiir Viola, Fagott und Klavier = for viola, bassoon,
and piano. Hamburg: H. Sikorski, c1985.

Zwei Floten und Viola

Bach, Wilhelm Friedrich Ernst. Trio in G Major
for two flutes and viola. Melville, N.Y.: Belwin
Mills, [196-2].

Michel, Winfried. Sonata (Concerto) G-moll a
flauto, flauto traverso (violino) e viola da braccio;
op. 4/2 = Sonata (Concerto) G Minor for treble
recorder, flute (violin) and viola; komponiert und
hrsg. von = composed and edited by Winfried
Michel. Winterthur, Schweiz: Amadeus, 1990.

Flste, Oboe und Viola
Holst, Gustav. Terzetto, for flute, oboe, and viola.
Boca Raton, Fla.: Masters Music, [198-?].

Flote, Horn und Viola

Farkas, Ferenc. Hdrom tdncparafrazis: fuvoldra,
melyhegedtire és kiirte = Drei Tanzparaphrasen:
fiir Flote, Bratsche und Horn = Three dance

paraphrases: for flute, viola, and horn. Budapest:
Editio Musica, c1980.

Oboe, Fagott und Viola

Kreutzer, Rodolphe. Trio F-Dur fiir Oboe (Klari-
nette), Viola und Fagott (Violoncello) = Trio F
Major for oboe (clarinet), viola, and bassoon
(cello); nach dem Erdtdruck revidiert und neu-
herausgegeben von Wolfgang Sawodny.
Miinchen-Grifelfing: W. Wollenweber, [1991],
c1990.

Viola-Solo, mit Orchester

Arnold, Malcolm. Concerto for viola and cham-
ber orchestra; op. 108 (1971). London: Faber
Music, c1992.
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Bornum, Hans. Poéme: f6r viola och liten or-

kester; op. 30. Stockholm: Svensk Musik, [1989].

Gardner, Maurice. Concerto for viola and orches-
tra. Full score. Ft. Lauderdale, Fla.: Staff Music,
c1981.

Hindemith, Paul. Konzertmusik fiir Solobratsche
und grésseres Kammerorchester. Partitur. Mainz:
B. Schott’s S6hne; New York: Associated Music
Publishers, c1930.

Penderecki, Krzysztof. Concerto per viola ed or-
chestra: (1983). Studien- und Dirigierpartitur.
Mainz: B. Schott’s S6hne; New York: Schott
Music, c1987.

Schedl, Gerhard. Konzert fiir Viola und Orch-
ester, 1988. Wien: Doblinger, c1991.

Schnittke, Alfred. Konzert fiir Viola und Orch-
ester = Concerto for viola and orchestra; Monolog:
fiir Viola und Streichorchester = Monologue: for
viola and string orchestra. Partitur. Hamburg: H.

Sikorski, c1995.

Srimek, Vladimir. Piset 6 lodich = Song of ships =
Lied von den Schiffen: Orchester und Viola solo.
Partitur. Miinchen: Filmkunst-Musikverlag, c1991.

Vaughan Williams, Ralph. Suite for viola and
small orchestra. Full score. London: Oxford Uni-
versity Press, c1966.

Weber, Carl Maria von. Andante e rondo ungar-
ese: fiir Viola und Orchester, J. 79: fiir Fagott und
Orchester, J. 158: (op. 35) = for viola and orches-
tra: for bassoon and orchestra; herausgegeben von
Hans-Hubert Schénzeler. Kunzelmann Octavo

Ed. Adliswil/ZH: Kunzelmann, c1987.

Flote- und Viola-Solo, mit Orchester
Alexandra, Luana. Concert pentru flaut, viola si
orchestra de cameri = Concerto for flute, viola,
and chamber orchestra. Partitura. Bucuregti: Edi-
tura Muzical3, 1982.

Violine- und Viola-Solo, mit Orchester
Mozart, Wolfgang Amadeus. Symphonie concer-
tante pour violon et alto mi(flat) majeur, K. 364.
Paris: Heugel, c1953.

Gesang, Viola und Orgel

Thoma, Xaver. Psalm 86: fiir Mezzosopran,
Bratsche und Orgel; op. 40: (1985). Partitur. S.1.:
Thombi, [19852].

Gesang, Bassklarinette, Viola, Harfe,
Schlagzeug

Hekster, Walter. Vier Achterberg liederen: voor
bariton en klein ensemble, 1991. Amsterdam:
Donemus, ¢1992.

Gesang, Viola und Klavier

Weber, Carl Maria von. Romanze und Arie des
Annchens: aus der Oper Der Freischiitz: fiir
Sopran, obligate Viola und Klavier; nach der
Partitur revidiert und bearbeitet von Heinrich Pa-

nenka. Wien: Doblinger, c1955.

Chor und Viola

Pinkham, Daniel. De profundis: for four-part
mixed voices and viola with optional organ;
[words by] Thomas Campion. Boston, Mass.:
E.C. Schirmer, c1989.

Quartette mit Zwei Violen

Hoffmeister, Franz Anton. Quartett fiir Violine,
zwei Violen und Violoncello; Op. 20 Nr. 5 =
Quartet for violin, two violas and violoncello; op.
20 no. 5; nach einem Friihdruck revidiert und neu-
herausgegeben von Rudolf Hacker. Miinchen-
Grifelfing: W. Wollenweber, c1990.
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Mieg, Peter. Quartette fiir Violine, zwei Violen
und Violoncello = Quartet for violin, two violas
and violoncello: 1988. Winterthur, Schweiz: Ama-
deus, 1990.

Pirt, Arvo. Summa: per violino, due viole e violon-

cello. Wien: Universal Edition, c1990.

Werke mit vier und mehr Violen
Thoma, Xaver. Requiem fiir einen [sic] Hiind:
(in memoriam Agapi). Partitur. [S.1.]: Thombd,

[19852].

Werke mit vier und mehr Violen (arr.)
Eklund, Hans. Serenata per 12 viole: 1986. Stock-
holm: Svensk Musik, [1988?].

Tchaikovski, Alexandre. Traurige Pavane: fiir 5
Violen: aus der Baschmet-Suite: fiir Streich-
orchester = Mournful pavane: for 5 violas: from
the Bashmet suite: for string orchestra. Partitur
und Stimmen. Hamburg: Sikorski, c1991.

Telemann, Georg Philipp. Concerto no. 4 in D for
four violas; [transcribed by Alan Arnold]. Hunt-
ington Station, N.Y.: Viola World, c1992.

Quintette mit zwei Violen

Kaufmann, Armin. Quintett-Satz: fiir tiefe Streich-
er: 2 Violen, 2 Violoncelli, Kontrabass; Op. 108.
Partitur und Stimmen. Wien: Doblinger, c1989.

Mendelssohn-Bartholdy, Felix. Octet in E-flat
Major for Strings, op. 20; String quintet no. 1, A
Major, op. 18; String Quintet no. 2, B-flat Major,
op. 87. Urtext ed. New York: Lea Pocket Scores,
1968.

Schneider, Georg Abraham. Quintett in D-Dur
fiir Flote, Violine, zwei Violen und Violoncello =
Quintet in C [i.e., D] major for flute, violin, two
violas, and violoncello; op. 49; hrsg. von Bernhard
Piuler. Winterthur, Schweiz: Amadeus, 1992.

Verschiedene Besetzungen

Shostakovich, Dmitrii Dmitrievich. Two pieces
for string octet (4 violins, 2 violas, and 2 violon-
cellos), op. 11; [edited with special annotations by
Harold Sheldon]. Am-Rus ed. New York: Leeds
Music, c1946.

Telemann, Georg Philipp. Sonata g-moll fiir 2
Violinen, 2 Violen, Violoncello und Basso contin-
uo = Sonata in G Minor for 2 violins, 2 violas,
violoncello and basso continuo; herausgegeben
und Continuo-Aussetzung von Christiane Irrgang.
Winterthur, Schweiz: Amadeus, 1991.

Valentini, Giovanni. Sonata per tabula: fiir drei
Violen (Bratschen oder Gamben) und Basso con-
tinuo; hrsg. von Konrad Ruhland. Erstdruck.
Alesteing: Coppenrath, ¢1993.

Schulen und Methoden

Applebaum, Samuel. Applebaum string method:
viola: a conceptual approach. Melville, N.Y.: Bel-
win Mills, ¢1977.

Rolland, Paul. Young strings in action: student
book, viola: Paul Rolland’s approach to string
playing; rev. by Sheila Johnson. Expanded and
rev. ed. Farmingdale, N.Y.: Boosey & Hawkes,
c1985.

Ward, Sylvan Donald. Rubank elementary method
[for] viola: a fundamental course for individual or
like-instrument class instruction. Chicago: Ru-

bank, c1936.

Ward, Sylvan Donald. Rubank intermediate method
[for] viola: a fundamental course for individual or
like-instrument class instruction. Chicago: Ru-

bank, c1940.

Etiiden, Capricen, Studien, Ubungen
Beethoven, Ludwig van. Alfred’s complete orches-

tral parts: viola. Van Nuys, Calif.: Alfred, c1987.

Bruni, Antonio Bartolomeo. Twenty-five melodi-
ous and characteristic studies: for viola. New and
rev. ed. by W. F. Ambrosio. New York: Carl Fi-
scher, c1910.

Campagnoli, Bartolomeo. 30 Capricen fiir Viola;
Op. 22; hrsg. von Friedrich Hermann. Neue rev.
Ausg. Leipzig: Breitkopf & Hirtel, [19267].

Campagnoli, Bartolomeo. 30 Capricen fiir Viola:
Op. 22. hrsg. von Friedrich Hermann. Leipzig:
Breitkopf & Hirtel, c[1956].

Dont, Jakob. 24 Voriibungen zu R. Kreutzers und
P. Rodes Violinetiiden: Op. 37; fiir Viola iiber-
tragen von Fritz Spindler. 4. Aufl. Leipzig: F.
Hofmeister, c1953.

Fiorillo, Federigo. 31 studies for viola solo; [edited
by Joseph] Vieland. New York: International Mu-
sic, c1965.

Hofmann, Richard. 15 Etiiden fiir Viola, Op. 87
= Fifteen studies for viola; herausgegeben von
Bernhard Piuler. Winterthur, Schweiz: Amadeus,
1990.
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Hoffmeister, Franz Anton. Studies for viola solo;
[ed. by] C. Herrmann. New York: International
Music, 1946.

Michelini, Bruto. Scuola della viola: esercizi scale,
arpeggi = Méthode pour alto: exercises, gammes, ar-
peges = School for the viola: exercises, scales,

arpeggios. Milano: Ricordi, ¢1955, 1983.

Palaschko, Johannes. 20 studies for viola solo; op.
36. New York: International Music, 1947.

Sevtik, Otakar. Selected studies in the first posi-
tion: from the School of violin technics (op. 1)
and School of bowing technic; transcribed for the
viola and edited by Samuel Lifschey. New York:
G. Schirmer, ¢1950.

Seveik, Otakar. Shifting (Changing the position):
op. 8; transcribed and edited for viola by Max
Aronoff. Bryn Mawr, Pa.: Elkan-Vogel, c1946.

Tchaikovsky, Peter Ilich. Alfred’s complete or-
chestral parts: viola. Van Nuys, Calif.: Alfred,
c1987.

Wobhlfahrt, Franz. Forty selected studies in first
position: for the viola: from op. 45, op. 54, op.
74; transcribed for viola and edited by Leonard
Mogill. New York: G. Schirmer, c1972.

Woof, Rowsby. Thirty studies of moderate diffi-
culty: viola; transcribed from the violin by Mar-
garet Banwell. [England]: Associated Board of the
Royal Schools of Music, c1989.

1996

Viola-Solo
Bay, Bill. Fun with the viola. Pacific, Mo.: Mel
Bay Publications, c1978.

Ferrari, Giorgio. Improvisazione: per viola solo:
(1979). Roma: Boccaccini & Spada, c1980.

Paganini, Nicolo. 24 caprices for the viola; tran-

scribed by L. Raby. [New York]: Kalmus, [198-?].

Stravinsky, Igor. Elégic: for viola or violin unac-
companied. [New York]: Boosey & Hawkes,
cl972.

Weismann, Julius. Sonate fiir Viola solo, Op. 149
(1945). Posthume Erstausg. Bad Schwalbach: Edi-
tion Gravis, c1992.

Viola-Solo (arr.)

Bach, Johann Sebastian. Six sonatas and partitas:
for viola solo; [transcribed by Clemens] Meyer;
[revised by Joseph] Vieland. New York: Interna-
tional Music, [1990?].

Barnes, Milton. Lamentations of Jeremia: for solo
viola. London, Ont.: Jaymar; [New York: Repre-
sented in the U.S.A. by Oxford University Press],
c1991.

Tartini, Guiseppe. The art of bowing: fifty varia-
tions on a gavotte by Corelli: solo viola; edited by
William Lincer; adapted for viola by Alan H.
Arnold. Huntington Station, N.Y.: Viola World,
c1977.

Fléte und Viola
Schlee, Thomas Daniel. Alba: flate et alto; [op.
26]. Paris: H. Lemoine, c1991. '

Oboe und Viola
Presslaff, Hilary Tann. Duo for oboe and viola.
New York: Oxford University Press, c1991.

Klarinette und Viola
Haselbach, Josef. Alleluja II. [Zollikon: Hasel-
bach, 1992?].

Violine und Viola

Brings, Allen. Three inventions after J. S. Bach:
for two violins or violin and viola. Wilton, Conn.:
Mira Music Associates, c1982.

Schickele, Peter. River music: for viola and cello.

Bryn Mawr, Pa.: Elkan-Vogel, c1995.

Zwei Violen

Fletcher, Stanley. New tunes for strings: [viola];
instructional design by Paul Rolland. New York:
Boosey & Hawkes, c1971-1972.

Fiirst, Paul Walter. Togata: vier Szenen [fiir] zwei
Violen, Op. 45. Wien, Doblinger, c1991.

Violoncello und Viola

Wolpe, Stefan. Drei kleinere Kanons: fiir Viola
und Violoncello, Op. 24a. Hamburg, New York:
Peer Musikverlag, ¢1990.

Contrabass und Viola
Sermild, Jarmo. Danza 4A: per viola e contrabasso.
Himeenlinna, Finland: Jasemusiikki, c1993.



Harfe und Viola

Colinet, Paul. Aria: voor cello (altviool) en harp
(piano); op. 47 = Aria: pour violoncelle (alto) et
harpe (piano). Bruxelles: P. Colinet, 1991.

Walter, Caspar Johannes. Zersetzungsstudie 1: fiir
Geige (oder Bratsche) und Harfe: 1987/88. Kéln:
Thiirmchen Verlag, c1991.

Klavier und Viola
Aletter, Wilhelm. Mélodie [for] viola solo with
piano accompaniment. New York: Carl Fischer,

c1934.

Colinet, Paul. Sonatine voor altviool en piano (of
harp); op. 47. Bruxelles: P. Colinet, 1990.

Dittersdorf, Karl, Ditters von. Sonata Es-dur,
Viola und Klavier; hrsg. und bearb. von H. Mly-
narczyk, L. Liirman. Frankfurt am Main: F. Hof-
meister, c1929.

Eyser, Eberhard. Trezza: for heckelphone or viola
and pianoforte. Stockholm: Edition Margana,
c1983.

Felderhof, Jan. Improvisatie voor altviool en pi-
ano, 1991. Amsterdam: Donemus, c1991.

Lantier, Pierre. Sonate pour alto et piano. Paris:

M. Combre, c1991.

Matthews, Holon. Fantasy for viola and piano;
edited by Alan H. Arnold. Huntington Station,
N.Y.: Viola World, c1983.

Schumann, Robert. Mirchenbilder: vier Stiicke
fiir Viola (Violine) und Klavier, Op. 113; heraus-
gegeben von Joachim Draheim. Wiesbaden: Breit-
kopf & Hirtel, c1991.

Slembeck, Hans-Walter. Suite fiir ein Melodie-
instrument (Violine, Querfléte, Blockflste, Oboe,
Viola, Klarinette (B), Saxophon (B), Trompete
(B), Englischhorn (F), Horn (F), Violoncello oder
Fagott) und Klavier. Partitur und Stimmen. Kéln:
Musikverlag Dohr, [1991].

Wildberger, Jacques. Notturno fiir Bratsche und
dreipedaligen Fliigel (1-2 kleine japanische
Tempelglocken ad lib.): 1990. Spielpartitur.
Zirich: Hug, c1991.

Klavier und Viola (arr.)
Albéniz, Isaac. Puerta de tierra: bolero para viola y
piano; transcripcién de J. Amaz. Madrid: Unién
Musical Espafiola, 1987.

Bach, Johann Sebastian. Chromatic fantasy and
fugue; transcribed for viola by Alan H. Arnold.
Huntington Station, N.Y.: Viola World, c1981.

Bach, Johann Sebastian. 3 sonatas for viola and
piano; [edited by] Milton Katims [and] Béla Siki.
New York: International Music, c1989.

Bach, Johann Sebastian. 10 little classics; arr. for
viola and piano by James Francis Murphy. New
York: Carl Fischer, c1972.

Barab, Seymoru. Concerto for viola and orchestra.

New York: Seesaw Music, c1995.

Bohm, Carl. Sarabande; arranged for viola by Alan
H. Arnold. Huntington Station, N.Y.: Viola
World, c1982.

Chopin, Frédéric. Nocturno; op. 9, no. 2; tran-
scribed by P. Sarasate; [viola part arranged by Fab.
Rehfeld]. New York: Carl Fischer, [1949?],
cl1914.

Clementi, Muzio. Sonatina; transcribed for viola

solo with piano accompaniment by Samuel Apple-
baum. Melville, N.Y.: Belwin Mills, c1964.

Debussy, Claude. Beau soir: for viola and piano;
[edited by Milton] Katims; [transcribed by Alex-
andre] Gretchaninoff. New York: International
Music, [1981?], c1946.

Debussy, Claude. The girl with the flaxen hair;
transcribed for viola by Alan H. Arnold. Hunting-
ton Station, N.Y.: Viola World, c1978.

Debussy, Claude. La plus que lente; transcribed
by Alan Arnold. New York: Viola World, ¢1979.

Dvoték, Antonin. Sonatina; [op. 100]; transcribed
for viola by Alan H. Arnold. Huntington Station,
N.Y.: Viola World, c1986.

Francceur, Frangois. Sonata in A major; tran-
scribed for viola by Alan H. Arnold. Huntington
Station, N.Y.: Viola World, c1979.

Glazunov, Aleksandr Konstantinovich. Medita-
tion; op. 32. San Diego, Calif.: Nick Stamon
Press, c1984.

Gustafson, Dwight. Meditation on “What won-
drous love”: Appalachian hymn; arr. Dwight
Gustafson. Greenville, S.C.: Pinner Publications,
c1991.
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Handel, George Frideric. “Where’er you walk”:
aria, from Semele: violin or flute and piano, viola
and piano, or cello and piano; [transcribed by
Nick Stamon]. San Diego, Calif.: N. Stamon,
c1986.

Hubay, Jens. Hejre kati: Scénes de la Csdrda, op.
32 no. 4; edited by William Lincer; transcribed by
Alan H. Arnold. Huntington Station, N.Y.: Viola
World, c1981.

Kreisler, Fritz. Liebeslied [i.e., Liebesleid]; tran-
scribed for viola by Alan H. Arnold. Huntington
Station, N.Y.: Viola World, c1986.

Mozart, Wolfgang Amadeus. Adagio: K. 261;
transcribed for viola by Alan H. Arnold. Hunting-
ton Station, N.Y.: Viola World, c1982.

Mozart, Wolfgang Amadeus. Rondo: K. 250;
arranged for viola by Alan H. Arnold. Huntington
Station, N.Y.: Viola World, c1982.

Mussorgsky, Modest Petrovich. Hopak; arranged
by Alan H. Arnold. Huntington Station, N.Y.:
Viola World, c1980.

Noviécek, Ottokar. Perpetual motion; edited by
William Lincer; transcribed by Alan H. Arnold.
Huntington Station, N.Y.: Viola World, c1980.

Paganini, Nicolo. Six sonatas; [arranged by Alan
H. Arnold]. Huntington Station, N.Y.: Viola
World, c1977-1978.

Paganini, Nicold. Variations on the G string;
edited by William Lancer; transcribed for viola
by Alan H. Arnold. Huntington Station, N.Y.:
Viola World, c1977.

Pugnani, Gaetano. Gavotta variata; edited by
William Lancer; transcribed for viola by Alan H.
Arnold. Huntington Station, N.Y.: Viola World,
c1979.

Rimsky-Korsakov, Nikolay. The flight of the
bumble-bee: from the opera Tzar Saltan; edited
by William Lincer; transcribed for viola by Alan H.
Arnold. Huntington Station, N.Y.: Viola World,
c1980.

Schmidt, Ernst. Alla turka; arranged for viola by
Alan H. Arnold. Huntington Station, N.Y.: Viola
World, c1984.

Schumann, Robert. Scherzo; opus posthumous;
Johannes Brahms; edited by William Lincer; tran-
scribed for viola by Alan H. Arnold. Huntington
Station, N.Y.: Viola World, c1977.

Stamitz, Karl. Concerto in D Major; op. 1; for
viola and piano [edited and provided with caden-
zas by] Milton Katims. New York: International
Music, c¢1989.

Tartini, Guiseppe. The Devil’s Trill; edited by
William Lincer; transcribed for viola by Alan H.
Arnold. Huntington Station, N.Y.: Viola World,
c1977.

Tchaikovsky, Peter Ilich. Serenade Melancolique;
edited by William Lancer; transcribed for viola by
Alan H. Arnold. Huntington Station, N.Y.: Viola
World, c1978.

Violine, Viola und Violoncello

Mozart, Wolfgang Amadeus. Divertimento
(Streichtrio) in Es fiir Violine, Viola und Violon-
cello = Divertimento (string trio) in E-flat major
for violin, viola and violoncello: KV563; [heraus-
gegeben von Dietrich Berke]. Kasel: Birenreiter,
1987, c1975.

Violine, Viola und Contrabass

Walter, Caspar Johannes. Durchscheinende Etii-
den I-VIII/b: fiir 1-5 Streichinstrumente
(1990/91). Kéln: Thiirmchen, c1991.

Violine, Viola und Cembalo

Telemann, Georg Philipp. 73. Triosonate in F-
Dur fiir Violine (Flste, Oboe), Viola da gamba
oder Viola und Basso continuo = 73. Sonata a tre
in F Major for violin (flute, oboe), viola da bamba
or viola and basso continuo; herausgegeben von

Bernhard Piuler; Continuo-Aussetzung von Willy
Hess. Winterthur, Schweiz: Amadeus, 1992.

Viola, Violoncello und Contrabass

Goldmann, Friedrich. Trio (Vier Stiicke) fiir
Viola, Violoncello und Kontrabass: 1986. Spiel-
partitur. Frankfurt; New York: C. F. Peters,
c1993.

Viola, Violoncello und Klavier
Schidlowsky, Leon. Trigon: fiir Viola, Violoncello
und Klavier: 1971. Wien: Ariadne, c1980.

Fléte, Violine und Viola

Jungmann, Louis. Suite fiir Fléte, Violine und
Viola = Suite for flute, violin, and viola; op. 21;
herausgegeben von Bernhard Piuler. Partitur und
Stimmen. Winterthur, Schweiz: Amadeus, 1992.
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The de Veritch Institute of Viola Studies
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Viora Camp 98
‘VWONDERFUL WORLD OF VIOLA PERFORMANCE’

K August 1-11, 1998

An intense summer camp dedicated to the
practice, training, and performance of the VioLA

directed by

Internationally known wviolist, recording artist, and pedagog

~ Alan de Veritch ~

To be held in Malibu, California, at the spectacular campus of
Pepperdine University, featuring breathtaking views of the Pacific Ocean

A ———————————

Program will consist of:
* technique & pedagogical workshops, including improwv.
& electric 5 strin
* master classes in both solo & orchestral repertoire
* viola ensemble coaching & performance
* student & faculty recita% performances
* guest lecturers
* supervised practice

This camp 1s designed for talented violists of varied ages and experz‘ise
(young students thru seasoned professionals). Applicants may enroll either
as playing participam‘s or as auditors.

For information & applications: de Veritch Institute
2711 Brigs Bend
(812) 855-3043 Bloomington, Indiana 47401 l

Up to 10% Discount Available For Early Registration




Flote, Viola und Gitarre

Drei Werke altspanischer Meister: fiir Flte,
Bratsche und Gitarre; bearbeitet von Norbert
Walter Peters. Kéln: Pycrus Edition, [198-?].

Peters, Norbert Walter. Zwei Skizzen: fiir Flote,
Bratsche und Gitarre. Kéln: Pycrus Edition,
[19842].

Fl6te, Viola und Harfe

Bax, Arnold. Elegiac trio: for flute, viola and harp.
London: Chester Music; New York: Edition Wil-
helm Hansen/Chester Music, c1948.

Louvier, Alain. Envols d’écailles: pour flites (1 ex-
écutant), alto et harpe. Partition et parties. Paris:

A. Leduc, c1991.

Flste, Viola und Cembalo

Michel, Winfried. Sonata G-Dur a flauto traverso,
violoncello oblligato o viola da braccio e basso;
op. 5 no. 4 = Sonata G major for flute, violoncello
or viola and basso continuo; komponiert und her-
ausgegeben von Winfried Michel. Winterhtur,
Schweiz: Amadeus, 1991.

Klarinette, Viola und Klavier
Barab, Seymour. Suite for clarinet, viola and piano.
New York: Seesaw Music, c1994.

Colinet, Paul. Petite légende: pour clarinette, alto
et piano = voor klarinet, altviool en piano; op. 47.
Bruxelles: P. Colinet, 1991.

Mozart, Wolfgang Amadeus. Trio in Es fiir Kla-
vier, Klarinette und Viola = Trio in E-flat Major
for piano, clarinet and viola: Kegelstatt-Trio: KV
498; herausgegeben von Wolfgang Plath und
Wolfgang Rehm. Kassel; New York: Birenreiter,
1987, c1966.

Viola-Solo, mit Orchester

Colinet, Paul. Concerto voor altviool en orkest;
op. 52 = Concerto pour alto et orchestre; op. 52.
[Belgium]: P. Colinet, 1991.

Viola-Solo, mit verschiedenen Instrumenten
Woolrich, John. Ulysses awakes: after Monteverdi:

for viola and ten solo strings: (1989). Score. Lon-
don: Faber Music, c1992.

Eine Singstimme und Viola

Cerha, Friedrich. Alles Licht: Tenor und Viola:
1988/89; [Texte von] Otto Antonia Graf. Wien:
Doblinger, ¢1990.

Quintette mit Zwei Violen
Smith, Glenn E. Music for horns, tuba and violas:
(1971). New York: Seesaw Music Corp., c1992.

Etiiden, Capricen, Studien, Ubungen
Applebaum, Samuel. Beautiful music to learn by
rote: viola. Miami, Fla.: Belwin Mills, c1981.

Arnold, Alan H. Three octave scales and arpeg-
gios; adapted for viola by Alan H. Arnold. Hunt-
ington Station, N.Y.: Viola World, c1988.

Blumenstengel, Albrecht. Viola scale technique;
adapted for viola by Alan H . Arnold. Huntington
Station, N.Y.: Viola World, c1981-1982.

Kinsey, Herbert. Elementary progressive studies:
viola; transcribed from the violin by Margaret
Banwell. London: Associated Music Baord of the
Royal Schools of Music, c1991.

Matz, Arnold. Acht Etiiden in der dritten Lage =
8 studies, third position = 8 études, troisitme
position: Viola solo. Frankfurt, New York: C. F.
Peters, [1992?], c1965.

Scales and arpeggios for viola. [England]: Paxton
Music, [19912].

Whistler, Harvey S. Essential exercises and etudes
for viola. Miami, Fla.: Rubank, c1954.

Wohlfahrt, Franz. 60 studies for viola solo; op.
45; [edited by Joseph] Vieland. New York: Inter-
national Music, [1991], c1961.

Wohlfahrt, Franz. 30 selected studies in the posi-
tions for viola; transcribed and edited for viola by
Leonard Mogill. Bryn Mawr, Pa.: T. Presser,
c1980.
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OF INTEREST

Four artists were chosen for sponsorship from the 1998 auditions. Among those selected was
Naoka Shimizu, a 29-year-old Japanese violist.

The 25th anniversary of the Violin Craftsmanship Institute will take place during the summer
of 1998. The faculty for this event includes Lynn Hannings, Horst Kloss, Karl Roy, and George
Rubino. For more information, contact:

University of New Hampshire

Continuing Education and Summer Session
24 Rosemary Lane
Durham, NH 03842-3528

Alanna Wheatley, violist, will premiere a concerto by Michael White at her debut recital in New
York’s Weill Hall on 18 May 1998. Mr. White received fellowships from the Guggenheim, Ford,
and other important foundations. The concerto is dedicated to Karen Tuttle, who was also the

teacher of Ms. Wheatley.

Khan Music Services, an artist management group, is seeking new performing artists to add to
its roster. Currently, they represent over 15 artists worldwide. They seek solo violinists, cellists,
violists, pianists, guitarists, woodwinds, harpists, conductors, ensembles (string trios, quartets,
quintets, chamber ensembles, woodwind ensembles, brass ensembles), operatic singers, percus-
sionists, early music groups, ethnic music specialists (Chinese and Indian music), and any other
performing artist of merit. Interested musicians should send an audio or video tape, pictures,
bio, repertoire list, and concert programs to:

Mr. Zain Khan

Khan Music Services

11615 Missouri Avenue, Suite 6
Los Angeles, CA 90025

Tel: (310) 477-6612

Or, visit their web-site at www.khanmusic.com.



hank you for the thorough report on the JAVS survey (Vol. 13., no. 3, pp. 53-59). The
responses were enlightening. There are just two points regarding the survey on which I'd
like to share my opinion.

First, advertising: As an advertiser, I am loathe to spend money on ads that will appear
bunched together in the back of a journal. Having experimented with advertising for over 10
years, I have found that this arrangement chokes response from those wishing to advertise.
In fact, I myself have stopped advertising altogether in two journals because the editors and
designers followed this policy. I'd hate to see our JAVS experiment canned because of such a
switch in ad location. I can think of only one real advantage to placing all the ads in the
back of a journal: if one is required to calculate the total number of pages devoted to advertising,
all one must do is count pages (rather than add up all the fractional ads).

Second, Viola Music Inserts: This is a great idea! For Theodore Presser Company, where I
work, copyright clearance is a very simple matter of the magazine telling us which piece they
want to reproduce and asking us what wording we would like to print if permission is granted.
For the most part, we would rather receive a small, free ad rather than charge a fee. Sometimes
we are gung-ho to promote a work and are just thrilled to have the exposure; in that case we
usually waive the fee or free ad altogether.

If you want verification of this, I'd be happy to provide the names of other editors we've
worked with, who can give a reference.

I hope this is helpful, and I look forward to reading the next (and every) issue.

Best regards,

—Natalie Pessin Bliss, Marketing Director
Theodore Presser Company, Bryn Mawr, PA

ViOoLA CONNOTATIONS

To put the final touches on your
performance, use this solution
(as applied in William Primrose’s
Australian Home).

—David Dalton, Prove, Utah

o

Please submit your informative photos of license plates,
commercial products, & unusual associations that keep
our name before the public.
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The most talked about innovation for bowed
instruments at a most affordable price.

C S Durro

A Durro carbon fibre
composite bow

feels and handles

like a

fine pernambuco bow
at a fraction of the cost.
The big clear and
focused sound

will astonish you.

Available weights:
violin 58 to 62 grams
viola 66 to 70 grams

EXCLUSIVE WORLDWIDE DISTRIBUTION

Ideal Musical Merchandise Company
53 West 23rd Street
New York, NY 10010

TEL 212.675.5050 . FAX 212.989.9275



ABOUT VIOLISTS

In Memoriam

Ir\‘ing Ilmer, my friend and music associate,
passed away in Chicago during December

1997. I knew Irving Ilmer for 58 years, dat-
ing back to 1940 when we toured together
with Leopold Stokowski and his All-American
Youth Orchestra in South America. He be-
came a trombonist in the Army Air Corps
Band during World War II and played the
violin briefly with the Chicago Symphony
Orchestra upon returning to Chicago.

Irving became a member of the Fine Arts

Quartet, where he participated in some of

their more notable recordings. For three sum-
mers in the late "60s, we performed together,
myself as violist, he as second violinist, in the
Berkshire String Quartet of Indiana Univer-
sity at Music Mountain in Falls Village, Con-
necticut.

[rving taught at the University of Wiscon-
sin, Northwestern University, and the Cleve-
land Institute of Music. From 1964 to 1976,
he served as a faculty member at Indiana Uni-
versity. In 1987 he moved back to Evanston
and performed with the Governors State Uni-
versity string quartet and the Chicago String
Ensemble. He is survived by his wife Janet

and his two sons. I will always remember him
as a friend and an artist. His death is a great
loss to the musical life of Chicago.

—William Schoen
Former Assistant Principal Violist
Chicago Symphony Orchestra

lyn Barrus, a beloved colleague and un-

common individual, died of cancer on
27 February 1998 at the age of 54. Clyn pos-
sessed an unusual combination of musical and
spiritual attributes and felt, like Bach, that the
purpose of music was to edify man and glorify
God.

Born and reared in a small town in south-
eastern Idaho, Clyn claimed to have been
introduced to music at an early age—before
birth, in the womb. His mother, an indefati-
gable piano and organ teacher, and a legend
in her own right, taught about 30 students a
week right up to delivery of Clyn: her three
and one-half pound premature boy. His bed
was a box placed by the coal-burning stove,
where he was fed hourly with an eye dropper




and nursed around the clock to greater health
and weight. The three Barrus children were
encouraged, sometimes prodded in their
musical studies by their father, a farmer, who,
when enthusiasm was lacking, offered them
the option of practicing or milking the cows
at five a.m.

Clyn was fortunate to come under the tute-
lage of Betty Benthin, a graduate of the Curtis
Institute of Music who had moved to Idaho
Falls and who encouraged Clyn to audition
at Curtis when he reached age 17. Clyn was
accepted and switched to the viola, studying
under Max Aronoff. After completing all his
requirements and anticipating graduation,
Clyn was called on a mission for The Church
of Jesus Christ of Latter-day Saints. Rather
than going directly into the music profession,
Clyn elected to serve for two and one-half
years in Austria, whereupon his diploma from
Curtis was withheld.

Upon the completion of his missionary ser-
vice, Clyn enrolled in the Vienna Academy of
Music, where for three years his main teacher
was Eduard Melkus. Clyn’s abilities as a violist
soon came to the fore, and he was invited to
audition for the Vienna Symphony, where he

won the principal viola position. He re-
mained with the orchestra for three years,
then returned to the United States and earned
his master’s and D.M.A. degrees at the Uni-
versity of Michigan. He taught at Southern
Illinois University and played in the Illinois
String Quartet before becoming co-principal,
then principal violist of the Minnesota Or-
chestra. For about a decade and a half Clyn
was heard as soloist with this orchestra in
their major viola solo repertoire.

Having studied conducting in Vienna, Clyn
put this skill to use when he became the di-
rector of the Minneapolis Civic Orchestra and
the Minnesota Youth Symphony. It was in
this capacity that he was engaged at Brigham
Young University, where in 1985 he was ap-
pointed director of orchestras. His mnemonic
gifts were impressive, as Clyn often conducted
complex works, such as Mahler’s Resurrection
Symphony, without score. He developed a
strong, persuasive personal identity with the
students he directed and raised the already
impressive performance standards of both the
BYU Philharmonic and Chamber orchestras,
taking the latter on several international tours.
As his duties at the university would allow,

A MUSICAL TRIBUTE TO WALTER TRAMPLER
1915-1997

With

Misha Amory ¢ Simon Bainbridge * James Buswell ® RonaldCopes
Timothy Eddy ® John Freeny ¢ Chris Finkel ® John Gibbons
Juilliard String Quartet ® Ani Kavafian ¢ Joel Krosnick ® Warren Lash
Robert Mann ¢ Mary Nessinger ® Daniel Panner ® David Quiggle
Samuel Rhodes ¢ Joel Smirnoff ® Marcus Thompson ¢ Charles Wadsworth

~Pierre Henri Xeureb

THURSDAY, MARCH 19, 1998 AT 10:30 AM
ALICE TULLY HALL, LINCOLN CENTER
BROADWAY AT 6G5TH STREET
NEW YORK CITY

The above event was held in honor of Walter Trampler, who has recently passed away.




Clyn also taught viola and performed both
in ensemble and as soloist. From his large
Moennig viola, he brought a warm sound
that immediately appealed to all who listened.
As a member of the American Viola Society,
he performed at the AVS international con-
gresses in Redlands and Vienna, where with
David Dalton, he premiered a work written
especially for them: Five Bagatelles for Two
Violas and Orchestra by Maurice Gardner. As
head of strings and later director of the
School of Music at BYU, Clyn was consis-
tently supportive of the publishing of the
Journal of the American Viola Society, the
expansion of the Primrose International Viola
Archive, and the proposed new Primrose
Room in the university library.

Clyn was immeasurably supported in his
professional aspirations by his wife Marilyn.

Their family of six children counted as that
which was most important. Clyn devoted his
own considerable physical and mental ener-
gies on behalf of music and others. He loved
others easily and was easily loved in return. A
palpable feeling of loss exists in all of us who
had the blessing of knowing him. We are
happy to have been acquainted with, and have
memory of, this remarkable human being.

—David Dalton
Brig[wm Young University
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Bernard Zaslav chooses:

“My personal preferences for exceptional beauty of tone and
playability — violas by JB Guadagnini 1781 Turin, the
ex-Villa,” and Anthony Lane 1996 Petaluma.”

Bernard Zaslav — Stanford, CA 1996

Anthony Lane

Maker of Violins,
Violas, Cellos

276 Liberty Road, Petaluma, CA 94952 USA Tel/Fax 707-795-5929
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AVS CHAPTERS

Editor’s Note: Each president of the various AVS chapters is requested
to send chapter news to the editor of JAVS.

" . L e e Ll i

The University of Arizona at Tucson sponsored a viola festival on 27-28 March 1998. Recitals,
master classes, and lectures were held, as well as an AVS Chapter meeting. Featured artists of the
festival included Pamela Goldsmith, Robert Baldwin, Raphael Hillyer, Jeffrey Showell, and

Chris Swanson.

The inaugural event of the Southern California Viola Society will take place on Sunday, 24 May
1998. The conference, entitled “Alto Rhapsody: A Day of Viola Performance and Discussion,”
will be held in the Bird Studio of Occidental College Music Department, Los Angeles. Occi-
dental College is located in the Eagle Rock district of Los Angeles (Thomas Brothers map, page
565, A-7), with the Music Quadrangle located at the southwest corner of the intersection of
Campus Rd. and Westdale Ave. The conference will run from 10:30 a.m. to 3:30 p.m.

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.

Name

April 1987, Vol. 3 No. 1 Vol.
Nov. 1987, Vol. 3 No. 3 Vol.
Spring 1989, Vol. 5 No. 1 Vol.
Summer 1989, Vol. 5 No. 2 Vol.
Fall 1989, Vol. 5 No. 3 Vol.
Summer 1990, Vol. 6 No. 2 Vol.
Fall 1990, Vol. 6 No. 3 Vol.
Fall 1991, Vol. 7 No. 2 Vol.
Winter 1991, Vol. 7 No. 3 Vol.

Vol. 8 No. 2, 1992
Vol. 9 No. 1, 1993
Vol. 10 No. 1, 1994
Vol. 10 No. 2, 1994

Address

City

10 No
11 No
11 No
12 No
12 No
12 No
13 No
13 No
13 No

Telep

.3, 1994
. 1,1995
.2,1995
. 1, 1996
. 2, 1996
.3,1996
. 1, 1997
.2,1997
23,1997

Die Viola, Vol. 6
Die Viola, Vol. 7
Die Viola, 1985/86

hone

State

Zip

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




Solo and group performances will be provided by Carol Castillo, Valerie Dimond, Karen
Elaine, Ralph Fielding, Pamela Goldsmith, Jennie Hansen, Laura Kuennen, Janet Lakatos, Vic-
toria Miskolczy, Simon Oswell, Kazi Pitelka, Donald Mclnnes, Robin Ross, John Scanlon, Ray
Tischer, and Mischa Zinovyev. Performances at 10:45, 1:15, and 2:30 will be open to members

only.

Those wishing to join and become founding members of the SCVS are asked to do so by 15
May. The first membership meeting will be held the day of the conference at 12:00 noon.

Those interested in performing at, organizing, or hosting future SCVS events should respond
to the address or telephone number noted below. Those interested in running for Southern
California Viola Society office should also respond. All positions are open, including the offices
of president, vice-president, secretary, treasurer, and board members.

Mail all materials to:

SCVS

c/o Lakatos

1329 Raymond Ave
Glendale, CA 91201

or call Ralph Fielding or

Valerie Dimond at (626) 792-3909.
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ATTENTION VIOLISTS!

MUSIC PUBLISHERS

RBP is pleased to announce a unique new line of
exceptional arrangements for viola, transcribed and edited
by ROBERT BRIDGES. This collection has been thoughtfully
crafted to fully exploit the special strengths and sonorities of
the viola. We're confident these arrangements will be
effective and useful additions to any violist's recital library.

1001 Biber Passacaglia (violin) .................. $ 575
1002 Beethoven Sonataop.5 #2 (cello) ........... $ 925
1003 Debussy Rhapsody (saxophone) ............ $14.25
1004 Franck Sonata (violin) . ... $10.75
1005 Telemann Solo Suite (gamba) .............. $ 675
1006 Stravinsky Suite for Viaand piano ............ $28.00
1007 Prokofiev “Cinderella” Suite

forViolaandHarp ..., $25.00

Include $1.50/item for shipping and handling
“To order, send your check or money order to:

send for RBP Music Publishers
our FREE 2615 Waugh Dr., Suite 198
catalogue! Houston, Texas 77006

IRA B. KRAEMER & Co.

Fine Violins, Violas, Cellos and Bows
Expert Repairs, Restorations, Appraisals
and Accessories

Est. 1967

A selection of Violas for the well

advanced student and professional
player. Hand made from the finest
matierials and expertly adjusted in our
shop.

Also featuring the violas of the

master viola maker Otto Erdesz which
are available in limited quantities.

467 Grant Avenue
Scotch Plains, New Jersey 07076

Ph. (908) 322-4469 Fax: (908) 322-8613




William e/ pennig & Son, L1d.

Locust Street, Philadelphia, PA 19103
Since 1892,
Dealers, Restorers, and Appraisers in Rare
Violins, Violas, Cellos, and Bows

MEMBER: ENTENTE INTERNATIONALE DES MAITRES
LUTHIERS ET ARCHETIERS D’ART

ART AND ANTIQUE DEALERS OF AMERICA, INC.
APPRAISERS ASSOCIATION OF AMERICA

FOUNDING MEMBER, AMERICAN FEDERATION OF VIOLIN
AND BOW MAKERS

VIOLIN SOCIETY OF AMERICA

Officers: William H. Moennig,
William R. Moennig, Pamela J. Moennig

Associates: Philip J. Kass, Richard Donovan

(215) 567-4198, (800) 523-4051, Fax (215) 567-4175
e-mail: PJKASS@worldnet.att.net




RECORDINGS

Bach: Viola da Gamba, Flute and Violin
Sonatas BWV 1020,1022.1027-29 (arr.

for Viola and Harpsichord); Josef Suk, va;
Zuzana Ruzickova, harpsichord. Praga PRD
250103

Beethoven: Serenade in D; Reger: Serenades;
Martin Lemberg, va; Peter Waechter, vn;
Sato, fl. Camerata 30 CM-446

Beethoven: (arr. Kleinheinz) Notturno op. 42;
Mendelssohn: Viola Sonata; Schumann:
Mirchenbilder. Paul Coletti, va; Leslie
Howard, piano; Hyperion CDA 66946

Brahms: Music for Viola and Alto Voice;
Sonatas for Viola and Piano op. 120 no. 1

and no. 2; 2 Songs for Alto Voice with Viola
Obbligato; and other compositions featuring
alto voice. William Primrose, va; Marian
Anderson, alto; William Kapell, piano; Gerald
Moore, piano; et al., Biddulph 150

Brahms: Sonatas for Viola and Piano op. 120
no. 1 and no. 2. Kim Kashkashian, va.;
Robert Levin, piano; ECM 1630

Review: When Kim Kashkashian made the
album called “Elegies” for ECM, I wrote

to her and told her that I thought she wore
the mantle of Primrose—so wonderfully
expressive, warm, lyrical, secure in tone, pitch,
and technique was she. For several years after,
she made forays into the realm of new and
contemporary viola compositions especially
those of Khanchelli and Schnittke. But 'm
very happy to say she’s back with the same
attributes she showed early in her career. She
plays the sonatas with some adjustment to
range to make it closer to the clarinet.
Emanuel Vardi, in his two recordings of the
sonatas, has done substantially the same thing.
Even though the length of the disk is fairly
short you will not find better viola playing.

Brahms: Sonatas for Viola and Piano, op.
120. William Primrose, viola and Rudolf

Firkunsky, piano. “Furkunsky Edition,” EMI
Classics 7243 5 66065 2 4

Bloch: Viola Suite; Five Sketches in Sepia,
Suite; Suite Hebraique; In the Night; Suite for
Solo Viola; Meditation and Processional;
Bernard Zaslav, va; Naomi Zaslav, piano;

Music and Arts CD 902

Burrell: Concerto for Viola and Orchestra;
Walton: Concerto for Viola and Orch.; Jane
Atkins, va; Northern Sinfonia of England;
John Lubbock, cond.; ASV CD DCA 977
(Koch International)

Clarke: Sonata for Viola and Piano; Hin-
demith: Sonata op. 11 no. 4; Bloch: Suite;
Thomas Riebl, va; Hoefer, piano; Pan Classics
Pan 510098

Hindemith: Complete Sonatas, vol. 2, Kleine
Sonate for Viola d’amore op. 25 no. 2; Sonata
for Viola op. 25 no. 4; Sonata for Viola in C;
2 Sonatas for Violin; Ensemble Villa Musica
(Enrique Santiago, va; Ivo Bauer, viola
d’amore et al.) MDG Gold MDG 304 0962-
2 (Koch International)

Hindemith: Trios for String Trio; Scherzo for
Viola and Cello; Notre Dame String Trio
(Christine Rutledge, va; Carolyn Plummer,
vn; Karen Buranskas, cello); Centaur CRC
2314 (Qualiton)

Hindemith: Sonata for Viola and Piano in F,
op. 11 no. 4; Sonata for Viola and Piano, op.
25, no. 2; Sonata for Viola and Piano (1939);
Meditation for Viola and Piano; Trauermusik
for Viola and Strings; Paul Cortese, va; Jordi
Vilaprinyo, piano; Philharmonia Orch; Mar-
tin Brabbins, cond; ASV CD DCA 978 Koch

International

Liszt: Romance Oubliée; Elegie no. 1 and no.
2; La Lugubre Gondola (In Memoriam
Richard Wagner); Die Zelle in Nonnewerth;
Berlioz-Liszt: Harold in Italy; Csaba Erdélyi,

fy large
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va; lan Hobson, piano; Hungaroton Classic

(cont.) HCD 31724

Review: 1 have been looking forward to find-
ing some solo recordings of Mr. Erdélyi for
quite some time. When this CD arrived in
the mail, I played it immediately, and while
I had some anxiety about an orchestraless
rendition of Harold, I need not have worried.
Mr. Erdélyi’s playing is wonderful—clear,
lush, and sensitive with all the richness that
this romantic composition deserves.

Mr. Hobson’s playing goes beyond what

is expected of an accompanist. His playing,

especially in the fourth movement, is un-
believable. He is substituting for a full orches-
tra and he brings it off with great panache.
Hobson, a professor of piano at my alma
mater, the University of Illinois at Urbana-
Champaign, is well known to me through his
many excellent recordings. Possibly, of even
greater value are Mr. Erdélyi’s arrangements
of five short pieces that Liszt used in several
different guises. These have never been
recorded before, and Mr. Erdélyi has made a
valuable addition of some more introspective
Liszt compositions. They are very lovely.
Strongly recommended.

McKinley: Concerto for Viola #3; Walton:
Concerto for Viola; Karen Dreyfus, va;
Warsaw Philharmonic Orch, Silesian Philhar-
monic Orch, Jerzy Svoboda, Cond. MMC
Recordings MMC 2047 (Albany Music
Distributors)

Mendelssohn: Sonata for Viola; Beethoven:
Notturno; Schumann: Mirchenbilder; Paul

Coletti, va; Leslie Howard, piano; Hyperion
HYP 66946

Mozart: Divertimento for String Trio K. 563;
Schubert: Trio no. 2 for Strings D.581; Vien-
na Phil Trio (Martin Lemberg, va; Peter
Waechter, vn; Robert Nagy, cello. Camerata
30CM-417 (Albany Distributors)

Mozart: Divertimento for String Trio K. 563;
Schubert: String Trio in B-flat; Roussel: Trio;
Gaede Trio (Thomas Selditz, va). Tacet 55
(Jem Distributors)

Mozart: Sinfonia Concertante K. 364; Con-
certone K. 190; Isabelle Van Keulen, va and
vn; Prague Chamber Orch; Koch 3-6443-2

(Koch International)

Note: Ms. Van Keulen plays both parts of the
Sinfonia Concertante and both violin parts of
the Concertone—dubbed, of course.

Schumann: Mirchenerzihlungen; Mendels-
sohn: Concert Piece in E, op. 113; Concert
Piece in D op. 114; Brahms: Horn Trio; Trio
Apollon (Felix Schwartz, va; Matthias Glen-
der, clar; Wolfgang Kiihnl, piano); Koch Dis-
cover DICD 920363 (Koch International)

Stamitz: Sinfonia Concertante for Violin and
Viola; Dittersdorf: Sinfonia Concertante for
Viola and String Bass; Haydn: Sinfonia Con-
certante for Violin, Cello, Oboe, and Bas-
soon; Josef Suk, va; et al. Virtuosi di Praga,
Rudolf Krecmer, cond. Koch Discover DICD
920274 (Koch International)

B. A. Zimmerman: Sonata for Solo Viola;
Solo Sonatas for Violin and Cello; Bach: Suite
no. 2 for Solo Cello; Christoph Schiller, va;
Thomas Zehetmair, vn; Thomas Dimenga,

cello; ECM New Series ECM1571



MEMBERSHIP ENROLIMENT FORM

i Sy

@{E AMERICAN VIOLA SOCIETY (AVS) is an association for the promotion of viola per-

formance and research. Your personal and financial support is appreciated. As an AVS
member, you receive three issues of the Society’s journal (JAVS) each year and The Viola as it
is published by the International Viola Society. Membership also brings you the satisfaction
of knowing you belong to a collegial group dedicated to the furtherance of our instrument and
its literature.

Please enroll me [or my group] in the American Viola Society (AVS) for one year and
begin my subscriptions to JAVS and The Viola. My check for one year’s dues,
payable to the American Viola Society, is enclosed, in the amount indicated here:

O $30 Renewal Membership QO $35 International Membership

O $30 New Membership (Residing outside the U.S.)

Q $15 Student Membership Q $20 International Student Membership

Q $15 Emeritus Membership* (Residing outside the U.S.)

Q $40 Joint Canadian/AVS Membership Q $100 or more AVS Benefactor
(includes both CVS newsletter and JAVS) Q $50to $100  AVS Contributor

Q I wish to contribute to the Primrose Memorial Scholarship Fund in the amount of $
O I wish to make a tax-deductible contribution to the AVS Endowment in the amount of $

TOTAL ENCLOSED: $

Please send AVS your biographical material, photographs

Please indicate your appropriate membership category: (clearly labeled), brochures, concert programs, posters, press

releases, clippings, and other related material on a regular

QA Individual basis. Such items will become part of our important resource
O Amateur files and may be considered for publication. We serve as a
QO Educational Organization clearinghouse for many viola-related requests.

QO Music Business

U Library

Q Other

Name Telephone

Address City / State / Zip

Q 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 this form with check to Donna Lively Clark, AVS Secretary,
JCFA Butler Univesity, 4600 Sunset Ave., Indianapolis, IN 46208

* persons who have been regular members for at least eight years, who have passed their 65th birthday, and who choose to be
classified as emeritus members
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