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The Primrose International Viola Archive 
announces a generous gift 

by Peter Bartok 

of several hundred copies of the 

Facsimile of the Autograph Draft of the Viola Concerto 

by Bela Bartok 

• Hardback in black, 12 by 16 inches, 84 pages including photo page. 
• Priface by Peter Bartok & Commentary by Laszlo Somfai (Text in English, Hungarian, German, japanese, and Spanish). 

• Fair transcription of the drift with notes prepared by Nelson Dellamaggiore. 

Any donor, past or future, contributing $150 or more 

to the construction of the PIVA and Primrose rooms 

in the B YU library will receive this handsome book 

as a gift from Brigham Young University. 

Send your donation to: 
Primrose Account 

BYU Development Office 
C-389 ASB 

Brigham Young University 
Provo, UT 84602 



FROM THE PRESIDENT 

Over the last rwo weekends I have experienced several tremendous expressions of 
the strength of our society in the balloting for new Executive Board members and 
in marvelous "mini-congress" festivals pur on by thriving locals in Chicago and 
Ohio. 

Due to a production glitch encountered by the AVS volunteers who produced 
the ballots, it appeared to many of you that your vote might reach us after the 
response deadline and not be counted. Ir was evident from the enormous imme
diate volume of ballots (and the emphatic explanatory notes on many!) that vot
ing for people to lead YOUR society is enormously important. Thank you to the 
hundreds of you who voted and selected an exciting leadership team from the well
qualified list of candidates (election results on p. 13 of this journal). The interest 
and commitment of our membership overwhelmed me (and for several days, my 
mail carrier!). 

The events hosted by the Chicago and Ohio Viola Societies on successive 
weekends in April were models of artistry, camaraderie, and organization. How 
privileged I was to rake part in both! Imagine enjoying in the space of nine days: 

9 solo master classes 
5 group technique classes 
1 solo recital 
1 mixed solo recital 

8 orchestral repertoire classes 
3 panel discussions on careers in music 
1 massed viola reading session 

involving the top professional players, master reachers, over 100 students, and UK guest Simon 
Rowland-Jones! And this was nor even a Congress! This is the kind of activity that the Society 
will continue to provide for its members through viral local chapters (which are supported by 
AVS through member dues rebates and special project grants). Chapter Czar William Preucil has 
created a useful article (p. 39) rhar will help you locate your nearest active local. If you don't see 
one in your area, please consider getting one starred yourself. (An acceptable alternative to start
ing a local chapter is getting several new members to join AVS during the current "2000 for 
2000" Campaign, now on its horne stretch (did you really think I could do a President's message 
without mentioning that?). 

Several moments from the last two weekends stand out in my memory: 
.. . A veteran, major orchestral player thanking AVS for showing him the love of music evi

dent in amateurs and students at a viola day; 
... Students coming together to discover the power and grandeur of multiple-viola compo

smons; 
. . . Teachers' eyes bright with glee as talented young performers "rake up the torch;" 
.. . Music afficionados and artists with major international careers enjoying each other's con

tributions in lively discussions of chamber music and reaching. 
These are the moments that make our society great. Thank you for the part you have played 

in getting us to this stage, and here's to the next rime that our warm, expressive instrument brings 
us together! 13 

Fraternally, 

Prez 
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We are pleased to announce 

the addition of violist 

LAURA WILCOX to the 

Lynn University artist-faculty. 

Th~ Hurid Consl!n·aml") Schr10/ of Music: at L)tllf Lmrl!rstl) u an accrt!du~d uutmllwtUl! m~ml~r£1/ ''" NuumUJI .4uoclal1Cm of St-JuJt,h of M 1Hic L,·nn l..'nner.sit\ i.s an tu:a~dl(t!d institutwnul 
ml!m/Hr oft~ Southt!rn AJSC11Ciution ofCollt!'!l'S und S-t:hools. L~-nn u,;,-uYII) tt·l'lam~J appllt·allmufrom quulifird nwn and "-OIIII!fl Tl!/lardlt!.t..r of rut:r. rril(,!lmL as:t!. /Ultm1wl tm~m .. or di.sabillt\ , 



New Oberlin Faculty Member 
The Oberlin College Conservatory of Music 
is pleased to announce the appointment of 

fe,te,l" Sfott~t" /~'-IJf~cfiJI" IJf u-iiJfa 

American Sinfonietta* 
Smith onian Chamber Orche tra* 

Concertante di Chicago* 
Chicago Sinfonietta * 
Orche tra of illinois* 

Wichita Symphony Orchestra* 
Basically Bach Festival* 

Chicago Symphony Orchestra 
Rochester Philharmonic 
Lyric Opera of Chicago 

Orchestra 
Galena Chamber Ensemble* 

Miami City Ballet* 
*principal violist 

American Viola Society 
Credo Chamber 

Music Association 

Reeo~tl;lf! lf~ttj>t 
Deut che Grammophon 

deutsche harmonia mundi/ 
BMG. American 

Grammophone. Erato 
Cedille 

{) b~tir S'tNirf raeafty 
Stephen Aron 

Peter Dominguez 
Gregory Fulkerson 

Taras Gabora 
Scott Haigh 

Andrew Jennings 
Yolanda Kondonassis 
Marilyn McDonald 

Lynne Ramey 
Peter Rejto 

Thomas Sperl 
Andor Toth, Jr 
AlmitaVamo 
Roland Vamo 

Students in principal orchestral positions on four continents 
and in university appointments throughout the United States. 
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ANNOUNCEMENTS 

The AVS Board has approved a proposal to 
implement a more efficient system for collect
ing annual dues for the local chapters of the 
American Viola Society combined with annual 
dues for the American Viola Society. With the 

COMPETITION RULES 

Eligibility 
Applicants must meet the following criteria: 

• Have not yet reached their 28th birthday by 
April 1, 2001, and 

• Must be a current member, or presently 
studying with a current member, of any of the 
branches of the International Viola Society 
(AVS, CVS, etc.) 

N.B.: If you are notcurrentlyamemberoftheAVS 
or CVS and wish to join, please see application 
form on page 1 0 for details. 

PRIZES 

1st Prize: $2000.00, plus an invitation to make a 
featured appearance at the 2002 
International Viola Congress. 

2nd Prize: $1000.00 
3rd Prize: $500.00 

There will be additional performance opportuni
ties and merchandise prizes. Consult the Primrose 
Competition page at the www.viola.com website 
regularly for the latest updates. 

CoMPETITION REPERTOIRE 

General Information: There are four categories of 
repertoire: Viola and Orchestra, Viola and Piano, 
Unaccompanied Work, and Virtuosic Primrose 
Transcriptions. 

Candidates must prepare one complete work 
from each category, within the following guide
lines: One of the works prepared must be selected 

cooperation of local chapters, this new system 
will significantly reduce the amount of paper
work and bookkeeping generated by the cur
rent system and will increase accuracy of chap
ter records at both the national and local levels. 

from the Contemporary Selections: Penderecki, 
Harbison, Adler, Ligeti, Reutter, or Persichetti. 

Work with Orchestra: 
Hindemith-Der Schwanendreher 
Contemporary Selections: 
Penderecki-Concerto 
Harbison--Concerto 

Work with Piano: 
Brahms Sonata (either Op. 120) 
Rebecca Clarke-Sonata 
Shostakovich-Sonata 
Contemporary Selections: 
Samuel Adler-Sonata 

Theodore Presser, publisher 

Unaccompanied Work: 
Hindemith Sonata (any) 
Bach Suite (any) 
Reger Suite (any) 
Contemporary Selection: 
Ligeti-Sonata (any movement) 

Schott, publisher 
Reutter--Cinco Caprichos Sobre Cervantes 

Schott, publisher 
Persichetti-Parable XVI 

Theodore Presser, publisher 

Vtrtuosic Primrose Transcriptions: 
Benjamin-Jamaican Rhumba 
Wolf-Italian Serenade* 
Wieniawski--Caprice* 
Paganini-La Campanella 
Paganini-24th Caprice (Viola and Piano) 



Sarasate-Zimbalist-Tango, Polo, Maleguena, or 
Zapateado (from "Sarasateana'')* 

*Available in The Virtuoso VioliSt published by G. Schirmer 
Inc. HL 50482094. 

PRELIMINARY ROUND 

The preliminary round is recorded and sub
mitted on audiocassette tape or CD. 
Approximately 20 candidates will be chosen by 
a jury to participate in a Semi-Final round. 
The Semi-Final and Final rounds will take 
place in late March 2001 in the Chicago area. 
Tapes/CDs must be postmarked by January 
15, 2001. Semi-Finalists will be notified of 
their acceptance by February 15, 2001. 

In order to assure anonymity, the appli
cant's name and address should appear only on 
the applicant's outer package. There should be 
no personal identification on the tape/CD or 
its container. Tapes/CDs will be coded before 
being sent to the adjudicating committee. 
Tapes/CDs will not be returned. 

Applicants should understand that the 
quality of the recording may influence the 
judges; therefore, a new tape of a high quality 
should be used. We are now accepting CDs 
because of the availability of this technology. 

REPERTOIRE FOR THE PRELIMINARY ROUND 

The cassette tape/compact disk must include 
the applicant performing the following, in 
accordance with the Repertoire General Infor
mation above: 

• The first movement of a Work with Or
chestra; 

• An excerpt (c. 5 minutes) from a Work 
with Piano 

• An excerpt (c. 5 minutes) of an Unac-
companied Work 

NB.: One of the selections must be from the 
list of contemporary selections. Candidates 
may not change repertoire between the 
Preliminary and Semi-Final/Final rounds. 

SEMI-FINAL AND FINAL ROUNDS 

The Semi-Final and Final rounds will take 
place in the Chicago area in late March 2001. 

Each of the Semi-Finalists and Finalists will 
be asked to perform (from memory, unless 
noted): 

• The entire Work with Orchestra from 
the Preliminary round 

• The entire Unaccompanied Work from 
the Preliminary round 

• The entire Work with Piano from the 
Preliminary round (need not be memo
rized) 

• A complete Primrose Virtuosic Tran
scription from the list above. 

All Semi-Finalists and Finalists will be 
responsible for their own transportation and 
lodging expenses as well as their accompanist's 
fees. A list of available local accompanists will 
be provided if requested. No screens will be 
used in either the Semi-Final or Final round. 
See page 10 for an official application form. 

For further information, please contact: 
Lucina Horner 
Primrose Competition 
2185 Kelly Lane 
Hoover, AL 35216 
Primrosecomp@hotmail.com 

1999 PRIMROSE COMPETITION WINNERS 

First Prize: 
Lawrence Power, Bucks, England 

Second Prize: 
Roland Glassl Ingolstadt, Germany 

Third Prize: 
Elizabeth Freivogel Kirkwood Missouri 

ANNOUNCEMENTS 9 
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2001 PRIMROSE MEMORIAL VIOLA SCHOLARSHIP 
COMPETITION 

APPLICATION FORM 

Name: ------------------------------------------- Birthdate: ____ _ 

Address: -------------------------------------------------------------

---------------------------------------Telephone: __________________ __ 

Current Teacher, if any:---------------------------------------------------

PLEASE CHECK THE APPROPRIATE ITEMS: 

___ I am or ___ my teacher is currently a member of: 
___ American Viola Society, ___ Canadian Viola Society, ___ other Section of the International 

Viola Society. Please specify -------------------------------------

OR 

___ I am not currently a member and wish to join the AVS. 

If you wish to join the AVS or CVS, please enclose a SEPARATE check (made payable to the AVS or 
CVS), in the amount of $20.00 {student member) or $35.00 (regular member) in the appropriate 
currency, along with your filled-out entry form, tape, and competition application fee. 

Enclosed is my non-refundable application fee of $50.00, in the form of a check made out to the 
Primrose Memorial Scholarship Competition-AVS and my unmarked audition tape/CD. I have 
read the Competition Rules and Repertoire Lists and certify that I am eligible to participate in 
this year's Primrose Memorial Scholarship Competition. I am enclosing a photocopy of proof of 
my age (passport, driver's license) and proof of my or my teacher's membership in one of the 
branches of the International Viola Society. 

Signature Required 

SEND COMPLETED APPLICATION, TAPE, AND APPLICATION FEE TO: 

Lucina Horner 
Primrose Competition 
2185 Kelly Lane 
Hoover, AL 35216 

APPLICATION AND SUPPORTING MATERIALS MUST BE POSTMARKED NO 
LATER THAN JANUARY 15,2001 



29th International 
Viola Congress 

8-12 April 2001 in Wellington, New Zealand 

With participants from Australia, New Zealand, Europe, America, and Asia, this 
promises to be a major gathering of violists from around the world. 

Come and be a part of the world premiere of Jack Brody's specially commissioned 
work for 1 50+ violists and gamelan orchestra. 

------- Invited presenters include: -------
Atar Arad (USA/Israel) 
Frank Chevalier (France) 
David Dalton (USA) 

Roger Myers (USA/Australia) 
Patricia Pollett (Australia) 
Lawrence Power (UK) 

Timothy Deighton (USA/NZ) 
Csaba Erdelyi (USA/Hungary) 
Robert Harris (Australia) 
Ronald Houston (USA) 
Donald Mcinnes (USA) 

Peter Slowik (USA) 
Anatoly Stefanet (Moldava) 
John White (UK) 
Vyvyan Yendoll (NZ) 
... and many others 

The 29th International Viola Congress is convened in association with 
Australian and New Zealand Viola Society 

International Viola Society 
Massey University, Wellington 

New Zealand Symphony Orchestra 

CONGRESS ADMINISTRATOR: 
Donald Maurice 

Conservatorium of Music 
Massey University at Wellington 

P.O. Box 756 
Wellington, New Zealand 
64 4 801 2794 ext. 8487 
donald.maurice@wnp.ac.nz 

Registration details and schedule of events appear on the Congress Website: 
http://www.homestead.comNiolaNZ/Congress.html 

HOST CHAIRS 
Dr. Donald Maurice, Massey University, Wellington 

Dr. Michael Vidulich, President, Australian and New Zealand Viola Society 

11 
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SuzuKI VIOLA ScHOOL, VoLUME SEVEN 

Publication of Volume Seven marks the con
tinuation of the Suzuki Viola School repertoire 
and some revision to the previous books. 
Volume Seven includes: Suite in A Major by L. 
de Caix d'Hervelois, Andantino by F. Kreisler, 
Ave Maria by F. Schubert, Allegro from the 
Op. 5, No. 1 violin sonata by Corelli, the third 
movement of the J. C. Bach/Casadesus 
Concerto in C minor, After a Dream by G. 
Faure, and the complete Concerto in B minor 
of Handel!Casadesus. Technical material 
includes Complete Major and Minor Scales in 
Three Octaves, as well as Two-Octave Major 
and Minor Scales (for those scales beginning 
on the G String), and Exercises in Thirds. The 
compositions and exercises in this volume were 
compiled and arranged by Doris Preucil and 
edited by Doris and William Preucil. 

First place 

Antoine Tamestit, 20, France 
Aroa Sorin, 25, Romania 

Third place: 

Lawrence Power, 23, England 

Special Prize: 

''Academie musicale de Villecroze" 
Stine Hasbirk, 24, Denmark 

VoL. 16 No.2 

REVISIONS TO VOLUME SIX 

Since the Handel/Casadesus Concerto has 
been moved from Volume Six, the J. C. 
Bach/Casadesus Concerto movements one and 
two now take its place. Also, new to the Suzuki 
viola repertoire, Country Dances by Beethoven 
have been added to this volume. 

REVISIONS TO VOLUME FIVE 

Replacing the first two movements of the J. C. 
Bach/Casadesus Concerto is the Concerto No. 
3 inC minor, Op. 12, by F. Seitz. Nina, by G. 
B. Pergolesi, has been moved to Volume Five 
from its original place in Volume Three. 

REVISIONS TO VOLUME THREE 

Minuet in D, K.439B, by Mozart replaces 
Nina by Pergolesi. 

-William Preucil 

Prize "Spedidam'' 

Agathe Blonde!, 26, France 

Prize "Sacem'' for the best interpretation of 
Michael Levinas' piece 

Antoine Tamestit, France 

Prize of the public 

Antoine Tamestit, France 

Please see p. 45 for a complete account of 
the week's events. 

The American Viola Society would like to extend a special thank you to those persons who 
have made financial contributions to the Primrose Memorial Scholarship Fund, the AVS 
endowment, and as Contributors and Benefactors of the AVS. Your support makes possi
ble the many projects of the AVS, as it seeks to expand the study of and interest in viola 
research, performance, and literature. 



Welcome to the following newly elected 
American Viola Society Board members who 
will serve in their terms until 2004: 

AVS Officers continuing in their terms until 
2002 are as follows: 

Peter Slowik, president 
William Preucil, vice president 
Catherine Forbes, secretary 
Ellen Rose, treasurer 

Victoria Chiang 
Ralph Fielding 
Barbara Hamilton 
Christine Rutledge 
Kathryn Steely 
Louise Zeitlin 

Thomas Tatton, past president 

AVS Board members who will be continuing 
in their terms until2002 are: 

AVS would like to thank all those who were 
willing to participate in the balloting process. 
We are especially grateful for the service of 
those board members whose terms are now 
expiring. Thank you for your tireless efforts on 
behalf of the American Viola Society. 

Donna Lively Clark 
Paul Coletti 
Pamela Goldsmith 
John Graham 
Karen Ritscher 
Juliet White-Smith 

Robertson &sons 
VI()liil shop 

INCORPORATED 

Fine Quality Instruments and Bows I Repairs t Rentals I Accessories / Sheet Music 

FOR ALL YOUR BOWED INSTRUMENT NEEDS 
establlshed 1971 

(505) 889·2999 • FAX (505) 889-7790 • (800) 284-6546 
3201 Carlisle, NE Albuquerque, New Mexico 87110 

ANNOUNCEMENTS 13 
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INTERMEDIATE VIOLA SOLOS 
Transcribed & Edited by James Przygocki 

POLISH DANCE Edmund Severn 
THE BOY PAGANINI Edward Mollenhauer 

ALLEGRO SPIRITOSO Jean Baptiste SenailM 
THE INFANT PAGANINI Edward Mollenhauer 

HUNGARIAN DANCE NO.2 Johannes Brahms 
INTRODUCTION & POLONAISE Carl Bohm 

ONE WORLD STRINGS 
See the music on the Web: www.oneworldstrings.com 

Pat No 3 407 700 

the sensational 
humidifier for 

VIOLIN • VIOLA e CELLO e BASS 
GUARNERI QUARTET 
We recommend rhe Dampit emlous•asr•ca/ly. 

dampit provides perfect protection 
against damage from a dry atmosphere. 

dampit proved itself 100% effective in 
scientific sensor measurements. 
FREE Room Humidity Indicator with 
each dampit. 

Violin $8.95 • Viola $9.50 
Linle Violin $7.95 • Cello $11.50 

Bass $12.50 

AVOID FAKES. AVOID MISTAKES. 
A genu•ne Dampn has lhe O&mpd mune on rhe Olaek rog. 

Air .......... tnt......_ USA- can.lll UOO per11nil. 
Ill U8A -~ IIIMMiddS.•perun& 
IIGII4S1, ...0 City ac.-.. MY, ftY 10101. 

Need good arrangements for your gigs? 
We have hundreds • from Baroque to jigs! 

Almost any combination of ensemble 
for almost any Instrument 

~olm: fl Duet!: fl Ttio!: fl QuSlttet!: 

NEW! 
Duets for Flute/Oboe/Violin and Viola 

Duets for Viola and Cello/Bassoon 

LAST RESORT MUSIC 
112~ Venfutll Blvd. #~20, ~tudlo City, CA 9160-t 

(CZ1CZ) 762-21C(?g (CZOO) 762-0966 1="1uc (CZ1CZ) 766-9945 
w w w. I a 5 t r e 5o r t m u 5 i c. co m 

e-mail: lrmp@lastre5ortmu5ic.com 



NIKOLAI ROSLAVETS AND HIS VIOLA SONATAS 

by Anna Ferenc 

The story of the Russian composer Nikolai Andreyevich Roslavets is tragic and elusive; tragic 
because of a politically-motivated neglect bordering on suppression that he and his compositions 
experienced throughout most of the twentieth century and elusive because of the resulting lack 
of accurate information about him. Though his name still remains on the periphery of the musi
cal canon, his work has steadily attracted more and more attention since the fall of communism. 
Particularly noteworthy are the publication by Schott International of all of Roslavets' surviving 
complete compositions and a growing list of recordings, especially of his chamber music. 1 This 
article provides an introduction to Roslavets and comments on his Sonatas for Viola and Piano. 

BIOGRAPHICAL BACKGROUND 

As a prominent modernist composer living in Russia under Stalin's leadership, Roslavets' pro
fessional fate was in large part sealed in 1932 by a Communist Party resolution tided "On the 
Reconstruction of Literary and Artistic Organizations." In the field of music, this governmental 
decree dissolved all existing factional associations and created a single Composers' Union con
trolled by the state. Instead of being admitted to the Union, Roslavets' name disappeared from 
reference sources and concert programs because his work did not reflect or promote Party ideol
ogy. His music was thus obscured at home and, consequently, also abroad. 

Lacking information, Western lexica could only speculate on his fate. The 1954 edition of the 
Grove's Dictionary of Music and Musicians, for example, dismissed Roslavets' music as being of an 
experimental nature that soon fell into oblivion.2 And, as late as 1970, the Oxford Companion to 
Music reported that Roslavets died in exile in Siberia. 3 At about the same time composers and 
scholars such as George Perle and Detlef Gojowy were connecting Roslavets' music to serialism 
and making claims that he was "an earlier twelve-tone composer."4 All of this information has 
undergone significant revision since authorities began allowing access to Roslavets' archives in 
Moscow about a decade ago. 

As valuable as the archival information is, it does not provide definitive answers to all ques
tions. There is still some discrepancy, for example, with respect to Roslavets' date of birth. 
Depending on the source consulted, Roslavets was born on either the 23rd or 24th of December, 
1880, according to the Old Style or Julian Calendar used in Russia at the time. To complicate 
the matter a little further, these dates correspond to the 4th and 5th ofJanuary, 1881, when con
verted to the New Style or Gregorian Calendar used elsewhere in Europe and America. 

According to Roslavets' own autobiographical statement, he was born in a village by the name 
of Dushatino, which was then part of the Chernihiv gubernia of Ukraine and is now in the 
Briansk region of Russia.5 His initial exposure to music was through his uncle, a self-taught vil
lage fiddler and master builder of string instruments. At the age of 7 or 8, Roslavets began to 
teach himself to play the violin by ear and soon became part of a popular village string ensemble 
led by his uncle. At 16, he moved to the city of Kursk, where, in addition to being a railway office 
employee, he studied violin, rudimentary theory, and harmony with Arkady Maksimovich 
Abaza, who taught music classes under the auspices of the Russian Music Society. In 1902 
Roslavets gained admission to the Moscow Conservatory where he studied violin performance 
and composition. He graduated in 1912 with a silver medal for his "opera-cantata'' Nebo i Zemlya 
[Heaven and Earth]. 

Having completed his studies at the Conservatory, Roslavets began to establish himself as a 
composer with modernist interests. From the outset of his professional career he began formu
lating and composing within a "new system of tone organization," which he continued to use in 
his works until the mid to late 1920s. By 1915 Roslavets had gained a reputation for being a 

15 



16 JOURNAL OF THE AMERICAN VIOLA SOCIETY VoL. 16 No.2 

daring innovator and had allied himself with representatives of Russia's literary and painterly van
guard such as Aleksandr Blok, Vladimir and Nikolai Burliuk, Vasily Kamensky, Velimir 
Khlebnikov, Aristarkh Lentulov, Vladimir Maiakovsky, Kazimir Malevich, and Boris Pasternak. 
In 1919 Arthur Lourie, then head of the Music Division of the Commissariat of Public 
Education (Narkompros), enlisted Roslavets' services in founding the Association for 
Contemporary Music (ASM). Soon after its official establishment in 1923, the organization 
sponsored performances of several of his chamber and orchestral compositions. Roslavets was also 
one of many Russian artists who participated in the cultural, educational, and even political 
structuring of the new socialist state after the 1917 Revolution. He held a series of important pro
fessional posts in addition to maintaining his compositional productivity. Until about 1927, 
Roslavets' compositions were well received by his modernist contemporaries. Reviews by sup
porters of the modernist camp praised his compositional skill and pronounced him the most 
interesting innovator among his contemporary Russian peers. 

While promoting his own approach to composition, Roslavets also defended post-tonal music 
from criticism it received from the anti-modernist Russian Association of Proletarian Musicians 
(RAPM). The polemics into which he entered on this topic turned to his disadvantage by 1927 
when an attack was launched against his modernist stand and his compositions were denounced 
for their "formalism'' and "decadence." By this time, Roslavets had become disillusioned with the 
government and had resigned from the Communist Party. 

To escape the tensions of Moscow, Roslavets moved to Tashkent in 1931 and returned to 
Moscow in 1933 where he tried, with great difficulty, to resume making a living as a composer. 
He was not admitted to the Composers' Union until May 1940 after suffering a crippling stroke. 
Paradoxically, it was this affliction that saved him from a planned repression. For the next four 
years of his life he suffered from cancer. Another stroke ended his life on August 23, 1944. 

Not surprisingly, the bulk of Roslavets' compositional output was produced prior to his 
denunciation in the late 1920s. His work includes several orchestral pieces (most of which have 
not survived intact), a violin concerto, much chamber music, piano compositions, art songs, and 
politically required propaganda songs extolling the 1917 Revolution and the proletariat. 
Roslavets published several of his early works on his own. Later, as a result of the governmental 
New Economic Plan in the 1920s, a few of his compositions were published by Universal Edition 
of Vienna in conjunction with the Moscow State Publishing House. 

Apart from the propaganda songs, most if not all of these compositions are based on the com
poser's "new system of tone organization." He did not write much about this system, but, in his 
autobiographical article of 1924, he explained that his compositional method involved manipu
lation of so-called "synthetic chords" -collections of six to eight or more notes-which, through 
their possible transposition to all twelve degrees of the chromatic scale, govern the pitch
structural plan of a work. 6 Roslavets' archival manuscripts and sketches indicate further that he 
thought of his synthetic chords as harmonic entities which could also be expressed in scalar for
mat. In particular, a certain basic hexachord constructed of a major triad, minor seventh, minor 
ninth, and minor thirteenth above a fundamental pitch-class can be identified as the source for 
his various synthetic chords. This sonority of dominant-thirteenth origin is varied to create oth
ers through chordal rearrangement, chromatic alteration of chordal members, and/or addition of 
pitch-classes to the collection. Roslavets' pre-compositionally determined synthetic chords are 
associated with a strictly regulated orthography that stems from the traditional concept of 
chordal roots. Though visually cumbersome at times, the orthography actually clarifies the com
poser's understanding of pitch structure in his music. Each composition that uses this technique 
has its own referential synthetic chord which undergoes continuous transposition, often by thirds 
and fifths. The compositions typically end with a similar if not identical form of the synthetic 
chord with which they begin. 

The synthetic chord concept did not originate with Roslavets. Already in 1910 the Russian 
music critic and disciple of Skriabin, Leonid Sabaneev, began publishing articles in Moscow 
about Skriabin's orchestral tone poem Prometheus explaining that the composition was based 
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upon a "synthetic chord."7 Given Skriabin's popularity in Russia and Roslavets' interest in con
temporary musical developments, it is very unlikely that Sabaneev's publications or the subse
quent debates between 1913 and 1916 about Skriabin's chord construction would have com
pletely escaped Roslavets' notice. Although Roslavets defended his independence and claimed not 
to be influenced by Skriabin, his synthetic chord technique has much in common with Skriabin's 
late harmonic practice. 

THE SONATAS FOR VIOLA AND PIANO 

Roslavets' archive at the Russian Central Archive of Literature and Art (RGALI) includes a 
hand-written document by the composer listing his musical compositions.8 The document has 
an archivally determined date of the 1940s. Roslavets lists only one Sonata for viola and piano, 
dated 1926. Yet among his manuscripts is a score for a Sonata No. 2 for viola and piano archival
ly determined to have been written in the 1930s. Neither of these two works were published dur
ing the composer's lifetime. Both were published for the first time by Schott in 1993 as the First 
and Second Sonatas for Viola and Piano. However, in addition to these two complete works for 
this medium, there exists an earlier incomplete manuscript titled by Roslavets "Ire Sonate pour 
Alto et Piano," which he began on Aprill3, 1925, but apparently abandoned.9 In 1989-90, the 
Russian composer Aleksandr Raskatov provided a completion for the manuscript and the 
Roslavets-Raskatov score was later recorded by Yuri Bashmet. 10 Although the completed work 
cannot be viewed as an authentic viola sonata by Roslavets, the surviving manuscript does shed 
light on the composer's compositional practice. 

The manuscript lays out the main material for a single-movement work in sonata form enti
tled Allegro con moto. It consists of first and second themes, the beginning of a transition 
between them, and a development section that is focused primarily on the motivic material of 
theme I. The opening measures of the Sonata's first theme disclose the synthetic chord source for 
the piece. As shown in the chordal reduction beneath the first six measures reproduced in exam
ple one, the piano accompaniment within the first two-and-a-half measures essentially arpeg
giates between members of a harmony comprised of a major third, diminished fifth, minor sev
enth, minor ninth, and minor thirteenth above the fundamental pitch-class or root, A. 

Example 1. 

Allegro con moto 
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At the same time, the viola melody introduces two chromatic alterations to this hexachord, 
pitch-classes C and E, which form a minor third and perfect fifth respectively above pitch-class 
A. Though realized somewhat differently on the musical surface, this same eight-element collec
tion recurs at the beginning of measure 5 and at the end of measure 6. In all of these instances, 
pitch-class A is destabilized as a perceptible chordal root by being paired with its tritone in the 
bass. At the beginning of measure 4, however, the perfect fifth alteration displaces the tritone and 
yields a statement of the previously described basic hexachord in Roslavets' system (which con
sists of a major triad, minor seventh, minor ninth, and minor thirteenth). 

Example one also shows that, within the first six measures of the piece, the chordal statements 
on A alternate with similar chordal statements on E. Lacking the minor ninth component, the 
pentachords onE in measures 3 and 4 are incomplete statements of the referential chord trans
posed up a fifth. On the other hand, the similarly transposed statements in measures 5 and 6 not 
only add the minor ninth and include the minor third components, they also raise the minor 
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thirteenth to a major interval. This latter alteration foreshadows the type of synthetic chord with 
which theme II begins. 

Example two reproduces the first four measures of theme II along with a chordal reduction. 
As indicated, this excerpt also begins with a chordal statement on A, which alters the original 
hexachordal source to include a major rather than minor thirteenth, and also adds a perfect fifth 
and perfect eleventh. The following measure presents a transposition of this octochord up a 
minor third (on C). The remaining two measures feature pentachordal subsets of these sonorities 
in alternating transpositional statements on A and C. Notice that the chordal reductions in exam
ples one and two reveal an orthography that consistently keeps intact intervalic relationships 
between chord members and their chordal roots. 

Example 2. 

chordal reduction 

41 ,---3-----, 

,---5- '----- 3 __j 



20 JOURNAL OF THE AMERICAN VIOLA SOCIETY VoL 16 No.2 

Given that this incomplete Viola Sonata was sketched when Roslavets' modernist composi
tional technique was at its maturity, it shows that he adopted an approach to composition that 
included the concept of a tonal center (in this case A) operating within a traditional form. In 
addition, it illustrates that his compositional method makes use of traditional transpositional 
moves by third and fifth within a chromatically expanded context wherein the resulting musical 
material is derived from the variation of a referential harmonic sonority. The transpositions and 
variations do not always occur within a regular metric pattern, but usually coincide with motivic 
groupmgs. 

On the manuscript of his first completed Sonata for Viola and Piano, Roslavets indicated that 
the piece was begun in the spring of 1926 and completed August 6th of the same year. 11 Written 
a year after his first attempt for this medium, this composition bears some resemblance to its 
incomplete predecessor. This sonata is also a single movement work that adheres strictly to tra
ditional sonata form and its first and second themes betray references to the thematic material of 
the previous incomplete work. Particularly conspicuous are: the melodic role of the perfect fourth 
interval in the viola part, the use of eighth-note triplets, and a dotted eighth-note figure where 
the subsequent sixteenth-note anticipates the pitch to come. However, where the 1925 manu
script was written in a steady and unchanging ~ meter, the 1926 Sonata alternates frequently 
between metric indications of i, f, ~' ~' and~- At the end of the piece, I is also introduced to 
accommodate motivic restatements in rhythmic augmentation. 

Like the earlier manuscript, this sonata also begins with a statement of its first theme, which 
discloses the referential sonority for the entire composition. Example three reproduces the open
ing eight measures of the piece and adds a chordal reduction of the musical material beneath each 
system. Prolonged in the first two measures, the initial harmony and source for the piece is a 
sonority that includes a minor third, perfect fifth, minor seventh and major ninth above the root 
C. The manner of its presentation is also similar to the musical realization in the previous piece. 
Here, the piano accompaniment arpeggiates the chord, while the viola melody adds a perfect 
eleventh that expands the pentachord into a hexachord. 

This example also shows that the referential sonority on C is transposed up a perfect fourth 
in measures 3-4 and up a perfect fifth in measures 7-8. In traditional tonal terms, one could say 
that the tonic chord on C alternates between its subdominant and dominant transpositions. 
Notice again that all statements use an orthography that preserves the intervalic pattern of the 
initial chord, which in turn confirms chordal roots. 

There is evidence indicating that Roslavets indeed had this harmonic construct in mind when 
composing this piece. At various points in his manuscript, he provides German letter names 
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above the score to denote the chordal roots of the harmonies being used at the time. An exam
ple is given in the following 2-measure excerpt, taken from the end of the exposition's transition 
(measure 24) and the beginning of theme II (measure 25). 

As the added chordal reduction shows, the succession of letters "G"-''A"-"D"-"Es" corre
sponds with a root-position sequence of the composition's pentachordal source on G, A, D (with 
added perfect eleventh), and E-flat. The example also indicates that the roots of Roslavets' syn
thetic chords are not always present in the bass or lowest voice, and that non-chord tones, such 
as the E-natural in measure 25, are evidently also allowed within his compositional practice. In 
this instance, the E-natural functions as a chromatic lower neighbor tone. More important, 
however, is the dear indication that the composer distinctly intended theme II to begin 
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harmonically a minor third higher (onE-flat) than theme I (on C). This has implications for the 
recapitulation section as we shall see later. 

The development section of the composition interweaves motivic material from themes I and 
II in dialogue between the viola and piano. The interplay of this material yields to a focus on the 
main melodic idea of theme I with which this section climaxes. Example five reproduces the 
sequential build-up to the climax marked triple forte at measure 83. 

Example 5. 
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* A g natural that occurs here in the Schott edition is a misprint. 
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As indicated by the brackets in the example (beginning at measure 79) the main idea of theme 
I recurs in the piano part and its initial descent of a fourth is echoed by the viola. By measure 83, 
however, both instruments join in a restatement of the idea, after which it is liquidated in the 
piano part. The 2-measure model established in measures 79-80 is successively sequenced up a 
fourth at measure 81 and again at measure 83. This surface musical activity corresponds with the 
composer's letter designations ''As" or A-flat (at measure 79) and "Des" or D-flat (at measure 81), 
which indicate the background harmonic root progression. 

A chordal reduction of the passage in example five appears in example six and shows that the 
hexachordal version of the referential sonority participates in a descending circle of fifths 
sequence from a root position statement on A-flat to the climactic G-flat, at which point it is 
removed by a tritone from its original statement (on C). 

Example 6. 

79 ,,~t~ 81 r:\ttl ' p.'~tt~ 

The retransition that follows continues to focus on the same melodic idea from theme I and 
leads us to the recapitulation section and a return to the original tonal level of the referential 
sonority. In his manuscript, Roslavets does not write out the recapitulation of theme I, rather giv
ing directions to repeat the corresponding section of the exposition. Likewise, when he reaches 
the recapitulation of theme II, he states that the corresponding section of the exposition be trans
posed down a minor third (from the earlier beginning onE-flat) to the original level of the ref
erential sonority (C). This is a deliberate though rather mechanical attempt at fulfilling the 
requirement in sonata form of recapitulating both themes in the tonic key. 

The composition closes with a coda that recalls material from the retransition and therefore 
ends the piece by focusing again on the familiar main melodic idea of theme I. The final two 
measures (measures 231 and 232), however, provide the work with an intriguing harmonic con
clusion. As shown in example seven, the downbeats of these measures feature unmistakable ref
erences to the original sonority on C. The harmony at the mid-point of measure 231, however, 
causes some confusion. The left hand of the piano part outlines a diminished seventh chord of 
C, while the right hand and viola parts together produce a traditional dominant ninth of g minor. 

Example 7. 
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ORCHESTRAL TRAINING FORUM 

by Ellen Rose 

Orchestral playing is an art. Because there are 
so many performers involved, precision play
ing requires that each person know exactly 
what his function is. In a string section this 
becomes a crucial issue since so many musi
cians are playing the same part. In a standard
sized viola section there are twelve violists who 
are either situated by twos in a long row, or are 
spread out by three or four rows behind the 
principal violist. Although the configuration 
varies slightly from orchestra to orchestra, the 
responsibilities of members of the section 
remain the same. 

Students often will ask what the responsi
bilities of orchestra section members are. They 
usually do not learn these responsibilities in 
school; it appears to be the sort of knowledge 
that one learns on the job. Below is my list of 
the demands that are made of players in an 
orchestral situation, based on my own profes
sional experience. 

I. The Role of Principal Viola 

The role of principal viola is to be a leader 
as well as a follower. The principal is asked to 
be a soloist and a section player at the same 
time. The job also includes being a manager of 
the section, and a liaison to the other princi
pal string players and to the conductor. These 
are the general responsibilities of the principal 
player. In my orchestra, I am also required to 
mark parts for subscription concerts weeks 
before the first rehearsal of that music. So, I 
have several major areas of responsibility, as do 
many of my colleagues in other symphonies. 

What does being a leader AND a follower 
entail? The job of being a leader is very clear
cut, as you will see from the list below. The 
job of being a follower is much trickier 
because, while leading, the player must also 
play in such a way as to blend his sound with 
the rest of the section and play with the sec-

tion as needed to maintain good ensemble. It 
is imperative that the leader always listen to 
the section and, at the same time, be able to 
hear the section with a critical ear. If the prin
cipal violist plays with too strong a sound, 
especially when dynamics do not require him 
to do so, he will not be able to match his 
sound to the section sound and both precision 
and balance will suffer. 

The dual task of being a soloist AND sec
tion player requires that the player be able to 
switch to the role of soloist for an instant to 
play principal viola solos and then immediate
ly switch back to being a section player. As the 
sound required to project a solo is quite dif
ferent from blending, this presents the chal
lenge to the violist of immediately having to 
change his approach on the viola as well as his 
mental mindset. 

Being a manager of a section means that 
you are in charge of the end result in terms of 
performance as well as some personnel prob
lems (most personnel problems are usually 
handled by the personnel manager). The 
responsibility for how the section sounds is 
the result of leadership, attention to detail, 
and encouraging camaraderie amongst col
leagues. After the first reading of a work in a 
rehearsal, the first business is to clear up any 
confusion or questions that people in the sec
tion may have. This can involve bow articula
tion, wrong notes in the part, penciled-in 
dynamics that are questionable, etc. 

Once detailed rehearsing is begun with the 
work, it is important to coordinate bowing 
articulations with other sections or to make 
bowing changes as necessary. It is crucial that 
the section receive information on articula
tion, location of the bow (frog to tip, sound
ing point or sui tasto), and divisis as soon as 
possible. Not everyone can hear instructions 
from the podium or the concertmaster, so it is 
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your job to be certain that the section knows 
what to do. If you can balance giving instruc
tions with giving time to the section to self
correct, they will be happier. It is annoying to 
section players to have the principal constant
ly turn around. However, since you must 
make sure that the sound is uniform, you 
must do so when necessary, but not to excess. 

There are rwo different ways to handle 
divisis: by stand or by person. Some principals 
like to do all of the divisis by stand. I prefer to 
do divisi by 2 by person; divisi by 3 by stand; 
divisi by 4 by person. This is not a hard and 
fast rule. There can be many exceptions to this 
method depending on the conductor, the con
certmaster (at times), and the music itself. 

Sometimes, someone in your section might 
request a bowing change or suggest a better 
bowing. Do not feel when this happens that you 
have to say "yes" every time. I am grateful to my 
colleagues when they make suggestions and I 
will often implement them ifl think it is a good 
idea. Sometimes, however, I will choose not to 
change a bowing and a simple, "No, I think we 
need to leave it" will suffice. 

A section that works as a team will be 
motivated to set the highest standards possi
ble. You can influence this by setting your 
own standard of playing and insisting that 
others do the same. Do it by example in terms 
of your own playing, by being prepared before 
rehearsals, and by constantly seeking ways to 
improve your technical and musical skills. Be 
friendly with your section. If you are not, you 
will come across as standoffish and superior. 
This is the worst thing you can do, because 
you send a message to the section that you are 
better. And guess what? You are NOT. Enjoy 
the people in your section, and learn to sepa
rate your personal relationships with them 
from your professional responsibilities. Just 
because you are friends with them doesn't 
mean that, from time to time, you might not 
have to take one of them aside for disrupting 
the section, not playing with the section, or a 
number of other reasons. 

As principal, you will not win any popu
larity contests. The sooner you understand 
this, the easier your job will be. This does not 
mean you will be disliked; it simply means 
that you are in a position of authority, which 
can be accompanied by controversy. This 
leaves you free to be a leader and allows you to 
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choose how you want to relate to your col
leagues. I choose to be gentle yet firm, sensi
tive to others as well as thick-skinned so that I 
do not suffer unduly from the stresses of the 
job. 

If you are going to lead the section effec
tively, you must observe three important rules: 
1) you must have an impeccable sense of 
rhythm, 2) you must count religiously so that 
you always know where you are in the music, 
and 3) you must play with body movement. 

Without excellent inner rhythm, the preci
sion of the entire section will be compro
mised. Since rushing rhythmically can be a 
frequent problem in orchestral playing, it is 
crucial to mentally subdivide in order that 
note values are accurate. A principal cellist 
once said to me that you could play many 
wrong notes, but if your rhythm is off, it will 
be the downfall of your leadership. 

As principal, it is crucial to learn to rely on 
no one for accurate counting! The 2nd chair 
can verifY with you the measures that you are 
counting. However, if you enter incorrectly, 
you have no one to blame but yourself!!! I find 
it easier to break down bars of rest into groups 
and add instrumental cues. For example: sup
pose you have to count 32 bars of rest in i 
time. That is a lot of counting, and, if you are 
interrupted with a question, you could lose 
count easily. I try to break it down as follows: 
suppose the violins play for 8 bars, the clarinet 
begins on the 13th bar, and the flute enters on 
the 21st bar. Your breakdown would look like 
this: 8/12/12. Underneath the first number 
12, I will write clarinet. Below the next 12, I 
will write flute. I will then have a reference 
point for instrumental cues that also serve as 
reinforcement for counting the rests. 

You can do a great deal of leading from 
your body movement and the way you handle 
the bow and instrument. The leader must 
convey the particular articulation needed, the 
phrasing, the type of energy that a passage 
requires, and the rhythm and/or pace of a 
phrase. While some of this information can be 
passed on through verbal instructions, it is 
largely conveyed nonverbally. For instance, 
when leading the section in on a phrase that is 
fast and energetic, you can do so very effec
tively by moving the bow swiftly and energet
ically to the instrument. I like to do this lead
in motion in a tempo as it helps me to be 



accurate and clear to the section. By lead-in, I 
mean only one beat before the acrual notes. I 
will move my bow in an up-bow direction but 
AWAY FROM THE STRING. If you are 
playing a legato passage, reflect this style with 
fluid , graceful body movementS. 

When leading the section in any entrance, 
the first rule is: NEVER HESITATE!! It is 
imperative to be extremely clear and precise in 
your movementS when you are going to begin 
playing. This is especially crucial in rricky 
entrances. The second rule is do not rest the 
bow on or very near the string until just before 
you enter. If you sit for four measures ahead of 
an entrance with your bow on the suing, look
ing as if you are ready to play, it can be mis
leading to others and can cause them to ques
tion whether or not they have counted the restS 
correctly! My rule of thumb is the following: 

1. In slow to moderate tempi, ONE MEA
SURE before the entrance, have the viola up bur 
keep the bow away from the insrrument-keep 
it on your right side. Only bring the bow into 
playing posicion a beat or so before the enrrance. 

2. In fast tempi such as 1 or ~ time, be ready 
to play TWO bars ahead of the enuance but 
still keep the bow away from the instrument 
until a beat or two before entering. Use your 
bow, your scroll, your head, or your whole 
body to show an enrrance. A nod of the head 
can be very effective, especially for an enuance 
that is tricky and demands that the instrument 
be extremely stable. If you want the section to 
play with a full, rich sound you must be able 
to communicate this by your own approach to 
the viola, allowing your body to move in such 
a way as to convey that type of sound. For 
example: timid body movements in a very 
loud passage may cause the section to hold 
back its sound. Conversely, aggressive leading 
in a very soft passage will result in the section 
being too loud. Bigger body motions that are 
reflective of the phrasing of the passage and 
the use of more bow should communicate the 
amount of sound you want from the section. 
You can also verbally request more sound as 
well. No matter what the dynamic may be, be 
involved in the music physically. 

2. The Role of Second Chair 

The job of the second chair player is extreme
ly demanding and challenging for several 
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reasons. This person has to be prepared to play 
all of the principal solos and to take over as 
principal if the first chair player cannot be at 
the rehearsal and/or concert. This situation 
can arise with little advance notice. 

The second chair must be ready to switch 
from a largely section role to a leadership and 
solo role at any time. When sitting second 
chair, it is vital that you do NOT LEAD with 
any big body movements. That is the job of 
the principal. You don't have to be frozen, 
either. Just play naturally, following the lead of 
the first chair. By imitating the principal's 
articulation and location of the bow (frog-tip), 
and by matching the rhythm and the volume 
of sound, you will help to pass this informa
tion back to the section nonverbally. While 
some section players may not be able to see 
the principal player easily, they might very 
well be able to see the second chair player. 

It is crucial that the second chair counts 
measures accurately. First of all, he can help 
verify the principal's counting, especially if it 
is a difficult piece counting-wise. Second chair 
also needs to know what measure the section 
is in so that, if the principal player is distract
ed by a question or for some other reason has 
to look away from the music, he can either 
point to the measure in the music to bring the 
principal back in, or tell him how many bars 
of rest have passed. I cannot stress the impor
tance of this idea enough. One usually cannot 
keep counting rests and marking the part at 
the same time. 

Second chair can help enormously in 
catching changes in bowings (in conjunction 
with other string sections) that the principal 
may have missed, or in suggesting a bowing 
that might work better. This person can help 
oversee details for the principal player since 
first chair can have many distractions from 
other principals, the conductor, or other sec
tion players-distractions that can make the 
principal more prone to making a mistake 
when marking music during a rehearsal. 
Helping to pass back information to the sec
tion when the principal player cannot do so at 
the moment is another important job of sec
ond chair. 

In the Dallas Symphony the principal 
players are given their part along with the con
certmaster's marked part; bowings are put in 
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the music several days before the first rehears
al. If the principal player is not in town or is 
indisposed, the second chair may have to take 
over this job for the upcoming week. It does 
not happen very often, but it can, therefore 
second chair must have knowledge of how to 
bow parts. 

3. The Role ofThird Chair 

One of the more important jobs of third chair 
is to act as a liaison between the first stand and 
the rest of the section. Since the second stand 
has the best view of the first stand music, bow
ings, dynamics, or articulations that are 
changed can be put in quickly by the second 
stand and swiftly passed to the rest of the sec
tion. It is less disruptive to the rehearsal if the 
third chair can quietly pass back pertinent 
details. There are three reasons for this: 1) 
many conductors do not like principals talk
ing to their sections when they are clearing up 
a problem for another section, 2) there may 
not always be enough time or opportunity for 
the principal to speak to the section, especial
ly at the dress rehearsal, or 3) as a principal I 
do not care to raise my voice loudly enough to 
be heard every time the section needs infor
mation. As a result, I seek a balance between 
addressing the section and passing back infor
mation through the third chair. 

Another very important job that third 
chair players often seem to take on, which is 
excellent for the principal, is to observe mis
takes the principal may make in re-marking 
the part and inform him or her of the mistake. 
I never take this personally; in fact, I am grate
ful that the mistake was caught early on! 

Third chair may also have some occasion
al solos to play, as well as being prepared to 
play the second chair solos in case that person 
is absent. In some circumstances, particularly 
when players in the section are rotated off, the 
third chair may have to play principal for a 
series of rehearsals and concerts, and thus has 
to be comfortable taking on this temporary 
leadership role. 

4. The Role of Fourth Chair 

The person sitting in fourth chair probably 
has the best job of all! Only rarely is this per
son required to play solos and these are usual
ly only in conjunction with the first three 



players. The success of passing back informa
tion given out by the principal player is great
ly dependent on the alertness of the second 
stand. What this means is that the fourth chair 
must be paying attention to what is going on 
in the first stand and be ready to help in any 
way to relay the information. He must match 
the articulations and location of the bow 
(frog, middle, tip) of the first stand and third 
chair. 

5. The First Two Stands 

The first two stands have some responsibilities 
as the outer unit of the viola section. Assuming 
that there are six stands of violists, the front 
section must be careful not to play so strongly 
that they cannot hear the middle or back 
stands. It is imperative that the first four play
ers be able to hear the sound of the section 
behind them in order to help unify the section. 
Along with this is the requirement to blend 
sound, rhythm, vibrato, bow articulations, and 
location on the bow (frog, middle, tip). 

In regard to sound, no one person should 
try to be heard above the others around him. 
This rule also applies to the principal, in that 
he must also blend his sound with that of the 
entire section while leading. This means not 
playing ahead of the beat, coming in earlier 
than anyone else in a section entrance, etc. All 
four players should be counting rests with 
great alertness, not simply relying on the prin
cipal player. Sometimes it has happened that I 
have counted incorrectly. It has been very 
helpful to me to see, out of the corner of my 
eye, that the second stand has been more accu
rate. They have often served as a confirmation 
or a correction of my own counting. 

6. The Third and Fourth Stands 

The middle of the section (3rd and 4th stands) 
is the meat of the section sound. They are the 
vital connection between the front and back 
stands and thus play a crucial role in the overall 
precision. Not only must these players listen 
and play as accurately as possible with the front, 
but they also have to listen and coordinate their 
sound with the back stands. Therefore, they 
must be certain that they are not lagging or 
rushing rhythmically or coming in a bit early or 
late with an entrance. If they do, it will throw 
the entire section off, especially the back play-
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ers. It goes without saying that they must 
match up bow articulations and location on the 
bow with the front players, not only for preci
sion, but to convey the message through play
ing to the back stands. It is not always easy for 
the back stands to see the principal player
especially if they are not on a riser system. 

7 The Fifth and Sixth Stands 

The back two stands of the section must be 
unified in sound and rhythm. Their eyes and 
ears must constantly be on the players ahead 
of them in order to link up and unify the sec
tion sound. It can be a common problem that 
people in the back stands lag behind rhythmi
cally, just because they are so far from the first 
stand and conductor. In this case, it is essen
tial that they slightly anticipate the beat. With 
a unified sound, the back players can provide 
a sonority that can carry over the middle of 
the section up to the front. This will create a 
strong section sound as long as EVERYONE 
is in sync with the principal player. 

8. The Entire Viola Section 

The entire viola section needs to observe 
the following ideas in order to be a good team: 

1. Everyone must vibrate all the time when 
playing pizzicato and arco (except where indi
cated). Be careful not to vibrate selectively. 

2. Avoid excessive body movement, as this 
can be very distracting to people around you 
and is not necessary. 

3. Put fingerings in the appropriate place in 
the music: outside players-above the note, 
inside-below the note. 

4. Be totally prepared before the first 
rehearsal. The section will shine as a result and 
less correction will be necessary. 

5. Avoid trying to lead the section with a 
sound that is bigger than those around you. 
Leave the job of leading to the principal player. 

6. If the five string sections are out of sync 
when playing together, always follow your first 
chair player. The principals will be aware of 
this problem and if, as a section, the players 
can be as precise as possible, at least part of the 
problem may decrease. 

7. Keep one eye on the conductor and one 
eye on the principal player. 



36 JOURNAL OF THE AMERICAN VIOLA SOCIETY 

8. Focus on working as a team. 

9. Instead of competing with your col
leagues, develop an attitude of mutual encour
agement and cooperation (violists are very 
good at this!). 

10. Good intonation in a section requires lis
tening carefully to the rest of the section as 
well as the orchestra to fit into the key being 
played. Be careful of playing sharp, as the 
pitch of an orchestra can have a tendency to 
nse. 

RELATIONSHIP OF STAND PARTNERS 

A professional does not have the choice of 
whom he sits with in the orchestra. If you are 
lucky enough to sit with someone whom you 
like and can play with, count your blessings. If 
you do not have compatibility with your stand 
partner, at the very least, you owe it to your
self and to him to be professional, courteous 
and considerate. Some suggestions: 

1. Make sure that the music stand is in the 
middle so that both people can read the music 
with ease. 

2. Give each other enough room with the 
instruments so that you can avoid hitting the 
scroll, etc. 

3. Since music has to be shared and practiced 
before the first rehearsal, work out a system 
that is compatible for both players. 

4. Learn to work around each other's idiosyn
crasies. Cultivate tolerance, respect, friendli
ness and a sense of humor. If you really have a 
hard time with that person, consider him to 
be a character builder for you! 

5. Respect each other's limits. 

RELATIONSHIP OF PLAYERS TO THE 

CONDUCTOR 

It is clear, by the nature of the position, that 
the principal player has the closest contact 
with the conductor. As a leader, the principal 
will have to learn the conductor's style. For 
instance, does he like to give you every cue or 
does he rely on you to do most of the cuing 
yourself? How much control does the conduc
tor want over divisi, bowings, and other 
aspects of playing? As you work with the con
ductor and get to know his personality and 
individual style of conducting, these issues will 
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become clearer. The most important considera
tion for the rest of the section is to consistently 
maintain eye contact with the conductor. This is 
especially true when the section has a solo pas
sage to play. 

PERSONALITY PROFILE OF TITLED PLAYERS 

I. Principal 

Contrary to what one might think, being a 
principal player is not just a matter of playing 
the best of all of the people in the section. It is 
far more connected to having personality 
traits that match up with the amount of 
authority and responsibility. If you want to be 
the leader, it is important to take a hard look 
at yourself and decide whether or not you can 
accept the requirements of that position. 

First of all, there is a very high stress level 
involved in being first chair. Think about it. 
You cannot blame anyone else if you lead the 
section incorrectly into an entrance. You have 
to set the standard for being prepared before 
the first rehearsal, meaning that you have to 
know your part and be familiar with the piece 
as a whole. This requires extra time and ener
gy. You also must enjoy being heard as a 
soloist, as there are many orchestral solos in 
the literature and you may be called upon to 
play concerti. 

It is imperative that you accept the fact that 
you cannot win a popularity contest. Why? As 
first chair, you are singled out by the other prin
cipal players and the conductor. It is important 
to be secure in yourself and your ability to run 
the section. You are responsible for the quality 
of the section sound and precision. This means 
you will have to correct the section frequently 
when you hear errors, wrong articulation, etc. 
One way that you can soften this part of your 
job is to always start a sentence of criticism with 
the word "WE"! After all, you aren't perfect, 
either, and people will react more positively to 
this type of approach. 

Another personality trait needed is the 
ability to remain calm at all times. This 
enables you to think more clearly and deliber
ately. At times, you may have to act as a 
peacemaker for people in the section. Not 
every stand partner situation is a happy one, 
and sometimes a poor stand partner relation
ship can get out of hand. 



You must be able to talk to people on a 
one-to-one basis if necessary, being able to 
point out a playing problem that is interfering 
with the precision of the section. You must be 
somewhat comfortable with confrontation, 
knowing that it doesn't have to be done aggres
sively. It can be done simply and quietly, with 
helpful suggestions to solve the problem. 

You must have a detail-oriented personali
ty. Not only do you have to listen critically to 
the section at all times, but you have to mark 
articulations and bowings, coordinate with 
other sections, consult with the conductor at 
times, etc. At times, a person will feel like he 
is being pulled in ten different directions at 
once. The ability to tolerate this and handle it 
effectively is of paramount importance. 

2. Second Chair 

Sitting second chair carries some very spe
cial stresses with the job. You must be ready to 
step in at any time, sometimes with little 
notice, to take over the principal position if 
the lead player is ill, etc. If you do not wish to 
play solos, this is not a position for you. 
Stepping in to cover the first chair position is 
not unusual. Remember that you may have to 
play the solos "cold," at the performance. 

Second chair requires excellent focus and 
concentration, the ability to handle stress well, 
and a detail-oriented personality. The principal 
player depends on your accuracy in counting 
and catching mistakes that may have been made 
in marking the music. As second chair, you can 
point out bowings with other sections that the 
first chair player may have missed, or make sug
gestions for a better bowing within a passage. 

3. Third Chair 

Third chair requires that one act as a liai
son between the first stand and the rest of the 
section. As it is crucial to communicate infor
mation through to the back stand, you play a 
significant role in terms of accuracy and swift
ness. The third chair must be very alert and 
ready to immediately relay any questions from 
the section to the principal or information to 
the rest of the section. 
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Since third chair has a good view of the 
first stand's music, it is helpful if you can catch 
any marking mistakes the principal might 
make. You must like to be heard as a soloist, as 
third chair has some solos with the first stand 
or even by himself. Don't forget that you will, 
from time to time, sit second chair, which may 
involve solos as well. Very rarely will you sit in 
the principal chair, but it can happen! For 
instance, if the first stand players are rotated 
off of a concert or are ill at the same time, then 
third chair assumes the leadership. Be certain 
that this is a job for which you are well suited. 

In closing, I would like to encourage play
ers, especially professional ones, to remember 
why they began playing the instrument in the 
first place. Usually it is because it was fun and 
something that you loved to do. It is impera
tive not to lose that enthusiasm and dedica
tion when you are a professional. It can be 
quite easy to lose sight of this idea because of 
high job stress and the enormous amount of 
music that is played every week. A sense of 
humor can be extremely helpful, not only to 
yourself, but to your colleagues as well! 

If, as a student, amateur or professional 
player, you can maintain a high level of 
artistry, a love for music and performance, and 
enjoyment in being part of a team, playing in 
a section can be extremely rewarding. l!l 

-Ellen Rose, a juilliard School graduate, 
has served since 1980 as Principal Violist of the 
Dallas Symphony. She is also Principal Violist 
and foculty member of the Aspen Music Festival 
where she collaborates in a viola team teaching 
project with Heidi Castleman and Victoria 
Chiang. Ms. Rose is Viola Proftssor at Southern 
Methodist University and has written several 
transcriptions and arrangements, has written 
articles for A.S.T.A. and The Instrumentalist, 
and is on the International Advisory Council for 
the Performing Arts Health Information 
Services, Inc. She was the recipient of Aspen and 
Tanglewood ftllowships and a special ]uilliard 
School Naumberg Award in viola. 


