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PRIZES 
$10,000, $5,000, $1,000 

and a sponsored public performance 

" 

for each of the three quartet prizes listed above 

ELIGIBILITY 
Quartets with members' average 

age of 35 years old or less. 

JURY 
Joel Lester (Dean, Mannes) 

Aldo Parisot (Cello Professor, Yale) 
Stanley Ritchie (Violin Professor, Indiana) 

TO APPLY 
Submit a recording that includes an unedited performance 

of a complete Haydn Quartet and two movements of 
a Kauder Quartet. For more information, visit: 

www.hugokauder.com 

GENERAL INFORMATION 
(203) 562-5200 phone (203) 562-5201 fax 
patosk@earthlink.net www.hugokauder.com 

.-

CALL FOR 

STRING 
QUARTETS 

Announcing the 
2004 International 

Hugo Kauder 
Com petition 

For 
String Quartets 

June 18-20, 2004 
@ 

Yale University 
(New Haven, Connecticut) 
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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 Ldszl6 Somfai (Text in English, Hungarian, German, 

j apanese, and Spanish). 
• Fair transcription of the draft with notes prepared by Nelson Dellamaggiore. 

Any donor, past or future, contributing $150 or more 
to the Primrose Endowment 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 



I hope you have had rhe opportunity w 

review the new look and feel of the 

Journal of rhe American Viola Society, 

borh in rhe new format released last 

spring and in the online journal released 
this summer as JAYS Online. Each of 

these efforts on the part of the American 
Viola Society represents tangible ways 

chat we are crying w reach out w the 

national and international viola commu­

nities. If you haven't had the opportuni­

ty w see JAYS Online, I encourage you 
to visit the web site at www.americanvi­
olasociety.org and read the fme articles 

contributed by Marshall Fine, Barry 

Green, Donald Maurice, and Libor 

Ondras. The online format will allow us 

w expand the types of material we pres­
em, including, articles of greater lengrh, 
and the flexibility to add sound clips and 
downloadable scores in addition to pho­

ws and music examples. 

On another note, after five years of 

serving the AVS as JAYS Editor, I have 

decided that it is time to turn my ener-

POSITION OPENING 

EDITOR 

gies to other projects. I am gratefUl for 

the opportunity to have served rhe 
Viola community through this role 
and truly value the many new friend­

ships made during my years as editor. 
At this time, the AVS publication 

commi ttee is in the process of identify­

ing a new JAYS editor. If you have a 

gifr for writing and have interest in 
exploring the possibili ty of serving as 
editor, or if you know someone who 

might serve weil in this capacity, please 

contact any of the AVS publications 

committee members or myself as we 
continue the process of identifying the 

next editor for JAYS. 8 

All the Best, 

Kathryn Steely, 

Editor, JAVS 

Journal of the erican Viola Society 

Starting issue: Summer 2004 
Responsibilities include: 

collecting materials for publication in both print and online issues, coordinating peer­
review, coordinating materials from contributing editors, preparation of manuscript, editing 
text and proof reading prior to publication, coordinating the David Dalton Viola Research 

competition, preparation of the summer newsletter, preparation of the AVS Directory. 

For more information, please contact Kathryn Steely, Chair, AVS Publications 
Corrunittee and Editor, Journal of the American Viola Society, email: 

Kathryn_Steely@baylor.edu 
phone: (254) 710-6499 

AVS Publications Committee: Kathryn Steely, chair, Helen Callus, Michael Palumbo, Juliet White-Smith 
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Solos for Young Violists 

tJ? !JJCY'~a !JJCY'h 
"Solos for Young Violists" is a five-volume graded 

series of music books with companion CDs 

featuring 34 works for viola and piano. 

Ranging in level from elementary to advanced, 

this series represents an exciting variety of 

styles and techniques for violists. 

All of the books include the viola part and the 

piano accompaniment, which is 

recorded on the second half of 

each CD giving the violist the 

opportunity to practice with 



Now is a good time to make your 
travel plans for the upcoming XXXII 

International Viola Congress, to be 

held July 9- 13 at the University of 

Minnesota, Twin Cities Campus 
(Minneapolis I St. Paul). 

I have attended the last five 

Congresses and have greatly appre­
ciated meeting viola enthusiasts 

from around the world. Come see 

your friends, colleagues, and for­
mer teachers (!), in addition ro 

enjoying exciting performances 
and informative classes. As an 

added incentive, host Korey Konkol 

(Professor of Viola at U of M) has 

announced that the traditional 
"Concerto Night" will again fea­

ture an orchestra. Program and 

registration information is available 

at the Congress web site, easily reached 

at www.am ericanviolasociety.org 
Of course, you can always call the 
AVS office at (972) 233-9107 

x204 to request application infor­

mation. 

While you are online, you will 
notice many wonderful additions 

to our website. These are a resulr 

of a summer's worth of hard work 

by JAVS Editor (and AVS Board 
member) Kathryn Steely. Note 
especially the Summer 2003 JAVS 
Online, featuring four articles of 

scholarly interest. 

You can help promote the 

American Viola Society and irs 

activities by passing along our 
Internet address (www.americanvi­

olasociety.org) ro your friends, stu­

dents, or reachers who are nor yet 

members. In addition to rhe arti­

cles and information already avail­
able at our sire, we have now post­
ed the Spring 2003 JAVS in Adobe 

Acrobat format [PDF] so rhar 

prospective members can see a 

sample issue of the Journal. We are 
particularly interested in reaching 
violists in other countries that 

would enjoy our Journal and our 
other sponsored activities. 

There have been a few additions to 

the AVS Board as well. Recently 

elected to four-year terms were 
Claudine Bigelow (Brigham Young 
University) , Nancy Buck (Arizona 

State University), Carol Rodland 

(New England Conservatory) and 

Michael Isaac Strauss (Principal 
Viola, Indianapolis Symphony 
Orchestra). They take over for 
departing board members John 

Graham and Karen Ritscher, who 

have been thoughtful and enthusi­
astic proponents of the AVS during 
their eight years on the board. 

Also departing the board is Past­

President Peter Slowik, who main­
tained his energetic and crucial 
involvement right up to the last 
minute of his last board meeting. 

In addition to his four vital years 

as President of the AVS, Peter was 

host of the 1993 Viola Congress 

and continues to be a dedicated 
teacher (Oberlin), performer, and 
busy parent of four. On behalf of 

the board and membership of the 

AVS, I wish to thank him for his 

dedication and visionary leadership 
over the last five years. 

My best wishes for a productive 

and exciting fall season. B 

Ralph W Fielding 

President, American Viola Society 

Faculty, Texas Tech University 
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Tbe Univerc~ity of Minne.~ota 

XXXII INTERNATIONAL VIOLA CONGRESS 

JUNE 9-13} 2004 

Celebrating its centennial, the University of Minnesota School of 
Music is proud to host the XXXII International Viola Congress as 
part of its bold new vision for the next century. 

As the world's largest gathering of professionaL amateur and student 
violists, this event will feature a full schedule of concerts and presentations 
including displays of instruments and accessories by retailers and 
manufacturers from many countries. 

Located on the banks of the mighty Mississippi River, the 
University of Minnesota is one of our nation's leading research 
institutions with a student population exceeding 60,000. The 
School of Music is one of the University's jewels, boasting state of 
the art facilities and a world-class faculty. The School of Music is 

housed in Ferguson Halt and features a variety of performance 
venues ideal for intimate and grand-scale events, including solo 
recitals, chamber music, master classes, and large ensemble 
performances. The School is part of the University's exciting West 
Bank Arts Ouarter, which unites the art, dance, theatre and music 
departments into a unique hub for performance, teaching and 
scholarship in the arts. 

Tbe Twin Citie.~ 
The University of Minnesota is located in t he Twin Cities of Minneapolis 
and Saint Paul. With a population of over 3 miJiion, the Twin Cities boast a 
vibrant arts and cultural scene that includes the renowned Minnesota 
Orchestra, the Saint Paul Chamber Orchestra, the Guthrie Theatre, and 
many other acclaimed institutions. The Twin Cities are also home to the Mall 
of America, the largest shopping and entertainment complex in the country. 

Please join distinguished host Korey Konkol, professor of viola, in celebrating 
this extraordinary schedule of events. 

Korey Konkol 
U niversity of Minnesota School of Music 
100 Ferguson Hall 
2106 Fourth Street South 
Minneapolis, MN 554 55 

e-mail: kkviola@umn.edu 
web: www.music.umn.edu/viola.h tm 
phone:612-624-9086 
fax: 612-626-2200 



XXXII INTERNATIONAL VIOLA CONGRESS 
.JUNE 9-13, 2004 • MINNEAPOLIS, MINNESOTA 

The University of Minnesota School ofMusic proudly announces 
extraordinary artists associated with this event including 

IJJU!IIIIm' 01' MIIII!IIMI'I'A 
ICIIOOL 

(subject to change) 

tJ/ ! .. ~,! ... ! u~ AtarArad 
Joseph de Pasquale 
Jctfrey Irvine 
Roger Myers 
Lynne Ramsey 
Sabina Thatcher 

Helen Callus 
Roberto Diaz 
Patricia McCarty 
Paul Neubauer 
Sandra Robbiru 
Thomas Turner 

with special appearances by 

Paul Coletti 
John Graham 
Donald Mcinnes 
Jutta Puchhammer 
Y'TZhak &hotten 
Roland Vamos 

Virtuoso violinist Elmar Oliveira; violists of the Mmnesota Orchestra and Saint Paul Chamber Orchestra 
Che-Yen Chen, winner of the 2003 Primrose Memorial &holarship Competition 
Yuval Gotlibovich, First Prize, 2003 Lionel Tertis International Viola Competition 

HOTEL ACCOMODATIONS 
• Hotel On-Campus (please contact hotels directly if you choose this housing option) 

The Radisson Hotel Metrodome is 1he official hotel for 1he XXXII International Viola Congress. The hotel is located on the Uniyersitv of 
Minnesota campus and is a short wa1k to the School ofMusic. The hotel is vecy close to Congress events taking place at the Weisman Art 
Museum and 1he McNamara Alumni Center, and also offers a free shuttle service armmd campus. We have negotiated special Viola 
Congress daily rates as follows: Single or double occupancy $89.00; triple $109.00; quadruple $129.00; suites $400.00. 
When you contact 1he hotel, please let them know that you are a Viola Congress attendee to receive these special rates. 

www .radisson.comlminneapolismn _metrodome • (612) 379-$88 • 615 Washington Ave. SE, Minneapo6s, MN 55414 
• Hotels 08'-Campus 

Other area hotels listed in order of proximity to the School ofMusic: Holiday Inn Metrodorne ( 612-333-4646); Days Inn ( 612-623-3999); 
Econolodge(612-331-6000);BestWestem(612-379-8888);MarriottCourtyardattheDepot(612-375-1700). 

ON-cAMPUS HOUSING AND DINING 
• Residential HaD 

Rooms have been reserved in Middlebrook Hall located next to 1he School ofMusic. The 80 beautiful suites in 1he new addition are 
available on a first-come basis, so be sure to register early! There are also 110 rooms available in 1he main tower. Two rooms share one 
bathroom in both 1he new addition and in the main tower (single occupancy-2 persons per bathroom and double occupancy-4 persons per 
bathroom). Please note that these rooms are available only as a full congress package (five nights) and not on a day-to-day basis. 
Prices include daily in-room towel exchange. 

• Meals 
Many restaurants and coffee shops catering to a wide variety of tastes are located near 1he School ofMusic on 1he West Bank and in 
the Radisson Metrodorne Hotel on the East Bank. Please consider also the inexpensive FuD Congress Meal Plan (June 9-14) offered 
at Middlebrook Hall (open to all congress participants regardless ofhousing) where, for a total of only $90.00, you can take three full meals 
daily; including options for "grab-and-go" meals and exchange dining at other campus cafeterias. 

SPECIAL INFORMATION FOR LUTHIERS, COMMERCIAL EXHIBITORS, AND ADVERTISERS 
The University of Minnesota School ofMusic is pleased to offer retail space at the Congress to luthiers and related businesses, including dealers of 
instruments and bows, music scores, publications, strings and accessories, and representatives of1he recording induslly. There will be plenty ofbreaks in 
the Congress schedule allowing registrants to visit 1he exhibits and to fulfill our "Shop Till You Drop!" motto. Visit 1he official XXXII International Viola 
Congress website for retail space rental rates and to submit instruments and bows (please include contact information). To advertise in the official Congress 
program rook, contact host and chair Korey Konkol for ad space reservations and infonnation regarding sponsorship levels and 1heir associated benefits. 

Join us os we embark on a fantastic journey. See the vision unfold with an unprecedenJed number of world premieres, celestiol artists, and the fore -
most pedagogues of our time. Experience the natural beauty of the Twin Cities during the Vwla Congress, and partake with family and .friends in 
the rich culturaJ, scenic, and shopping adventures we have to offer. 

-Korey Konkol, host and chair 
Emall: kkyio)a@umn.edu; Phone: 612-()24-9086; Fax: 612-6~2200; Web: www.music.umn.edu/yio)a.btm 



2004 INTERNATIONAL VIOLA CONGRESS REGISTRATION FORM 
June 9-13, University of Minnesota School of Music, Mimeapolis • New! Register online atwww..amaicanv'.olasociety.org 

ONE FORM PER PERSON • PLEASE PRINT CLEARLY • PHOTOCOPIES ACCEPTED 
Name ______________________________________________________________________________________ __ 

Admess ______________________________________________________________________________________ _ 

Cicy ____________________________ ___ State/Province _____ Country ____ _ ZIP/Postal Code _____ _ 

Mobile phone Telephone---------------------------­

Email -----------------------------
Fax __________________________ ___ 

Special dietary, health, housing needs? (Please describe):----------------------------­

ALL VIOLISTS ATTENDING THE CONGRESS MUST BE VIOLA SOCIETY MEMBERS (Choose one) 
I am already a member of the D American Viola Society (AVS) D Canadian Viola Society (CVS) D German Viola Soc.(DVG) 

D Aust./NZ Viola Society (ANZVS) 0 Other (specify) ------
1 am enclosing one year's membership dues to become a member of the American Viola Society 

D $42 Adult/Professional D $21 Student $30 International Student 
D $4 7 International 0 $52 Joint AVS/CVS Membership dues $ ______ _ 

PRE-REGISTER BY MAY 1 (AFTER MAY 1 OR FOR ON-SITE REGISTRATION, PLEASE ADD $25) 
D Regular Full Congress Registration: $200 for Adult/Professional AVS-CVS-IVS Members 
D Overseas Regular Full Congress Registration: $150 for VS Members 
D Student Full Congress Registration: $125 for AVS-CVS-IVS Members 
0 Overseas Student Full Congress Registration: $100 for VS Members 
0 Daily General Admission: $50/day (days attending : _______________ _/ 
OFamily/Chaperone/Non-Violist Admission: $75 (full congress fee) 

Congress Registration $ ______ _ 

HOUSING 

D I plan to stay off-campus or at the Radisson Hotel and will make my own housing arrangements. 
D I plan to stay on-campus for all five nights (June 9-13) in Middlebrook Hall and choose the following options: 

0 Male D Female Age. _______ _ 
0 Single Occupancy $220 0Double Occupancy $140 (per person) 

Name of preferred roommate, otherwise one will be assigned:------------------------------
Housing $ ____ _ 

MEAL PLAN (Full congress) 
DYes, I would like to purchase the full Viola Congress meal plan at Middlebrook Hall for $90.00 beginning with dinner on 

June 9 and ending with lunch on June 14 Meal Plan $ _______ _ 

CONGRESS BANQUET· Saturday June 12 
As a prelude to the final evening Gala Concerto Concert, (June 12) please join us at the beautiful geodesic McNamara Alumni 
Center for a mouth-watering Viola Congress feast. As a special treat, The Four Violas will serenade between courses and are sure to 
bring smiles and chuckles to all. ' 

DYes, I would love to attend the Viola Congress Banquet. I am including $32 with my registration. 
DNo, I am sorry that I will not be able to attend this event. Viola Congress Banquet $ _____ __ 

FRIENDS OF THE XXXII INTERNATIONAL VIOLA CONGRESS 

D I want to support the XXXII International Viola Congress! Please accept my additional donation and list me as a 
friend of the convention in the official Congress Program Book. Additional Donation $ _____ _ 

Membership, Registration, Housing, Meals, Banquet, Donation TOTAL PAYMENT $. _______ _ 

Check or money order in U.S. funds (Refunds through May 15 only) 

Payment by credit card (MCNisa!AmEx) # ------------------------- Exp. 

Please make a photocopy of this form for your records, then send with payment in U.S. funds to: 
AMERICAN VIOLA SOCIETY. 13140 Coit Rd. Suite 320 . LB 120. Dallas, Texas 75240 

Fax 972/490-4219 • www.americanviolasociety.ore . www.music.umn.edu/viola.htm 

Notice: This convention registration is entered into by the attendee in consideration of the use of the facilities of The University of Minnesota during the 2004 
International Viola Congress. It is understood and agreed that all facilities of The University of Minnesota will be used by attendees at their sole risk, and that atten -
dees shall hold The University of Minnesota and the American Viola Society harmless for personal injury or property damage resulting from participation in the 
2004 International Viola Congress. either on and off the premises of the University. 



Super Sunday - January 25, 2004 • Participants will be charged NO 

FEE to ensure widest possible par-

• At the event, information will 

available about ACMP and AVS 

membership (see www.acmp.net 

and www.americanviolasociety.org 

for more information). 

The American Viola Society and the 

Amateur Chamber Music Players 

(ACMP) Foundation will again 

sponsor a nationwide "Super 

Sunday'' Viola Chamber Music 

Reading Party on January 25, 2004. 

This free event brings together viola 

chamber music enthusiasts of all 

abilities for a couple of hours of viola 

ensemble music and social fun. The 

event is a good way to get amateurs 

and/or students involved in local 

chapter activities, and may interest 

some of these members in joining 

the AVS. Please let your Chapter 

members know ahead of time to 

reserve Sunday, January 25, 2004. 

The AVS grant from the ACMP will 
be used to assist local chapters with 

the costs of publicity (mailing, posters, 

etc.) and possible music purchase/ 

copy license/rental fees. Chapters can 

also send in receipts for the cost of 

refreshments (mostly beverages, since, 

people are usually willing to donate 

pot-luck food and baked goods). Be 

sure to save all programs and receipts 

as the ACMP money will be sent out 

after these items have been received. 

In the grant application, AVS has 

agreed to the following: 

• Local chapters will find a rehearsal 

space free of charge. 

• Organizational manpower and 

"artist" fees for leaders will be 

donated. 

ticipation. 

• We will acknowledge the grant 

from the Amateur Chamber Music 

Players Foundation in all publicity 

or program-related materials as fol­

lows: 

This program has been made possible 
through the generosity of Amateur 
Chamber Music Players and the 
Clinton B. Ford Fund of its ACMP 
Foundation, an organization that 
promotes chamber music activities for 
amateur musicians. 

• We will provide the ACMP with 

copies of all publicity and program 

materials, a description of each 

event, and a precise accounting of 

how the grant money was used. 

In addition, we would like to foster 

a friendly, social atmosphere 

(snacks, refreshments) so that the 

participants can get to know each 

other. 

The Amateur Chamber Music 

Players will provide local mailing 

lists of their members on request. 

Contact Daniel Nimetz, ACMP 

Executive Director, at (212) 645-

7 424 for more information. The 

AVS can also provide you with 

mailing labels on request. 

After the event, send receipts and 

copies of any printed materials 

DEALERS, MUSICIANS, COLLECTORS, lVIAKERS ... 

Specialized Insurance Coverage for the 
Classical & Vmtage Musical Instrument Trade 

• The most comprehensive 
protection at reasonable cost. 

• Underwritten by a financially 
sound A-rated company. 

• Call Toll Free today for 
information and quotation. 

ELLIS W. HERSHMAN 
Heritage Insurance Services, Inc. 
826 Bustleton Pike, Suite 203 
Feasterville, PA 19053 

800-289-8837 
FAX: 215-322-5854 
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Continued from page 9 

(including programs and publicity 

mailings and e-mailings) to: 

American Viola Society 
13140 Coit Rd. #320, LB 120 

Dallas, TX 75240-5737 

The AVS will reimburse you as 
soon as the grant money arrives. 

For further information, contact 

AVS President, Ralph Fielding at 

Ralphfielding@compuserve.com 

JAYS Editor Position 

The AVS publication committee is 

in the process of identifYing a new 

JAVS editor. We are currently in the 
process of reviewing applications. 
However, if you have a gift for writ­
ing and an interest in exploring the 

possibility of serving the AVS com­

munity, or if you know someone 

who might serve well in this capaci­

ty, please contact any of the AVS 
publications committee members 
or current JAVS Editor, Kathryn 
Steely, Chair, AVS Publications 

Committee and Editor, Journal of 

the American Viola Society, email: 

Kathryn_Steely@baylor.edu 
phone: (254) 710-6499 
Starting issue: Summer 2004 
Responsibilities include: 

collecting materials for publication 

in both print and online issues, 

coordinating peer-review, coordi­
nating materials from contributing 
editors, preparation of manuscript, 

editing text and proof reading prior 

to publication, coordinating the 

David Dalton Viola Research com­

petition, preparation of the summer 
newsletter, preparation of the AVS 
Directory. 

AVS Publications Committee: 

Kathryn Steely, chair, Helen Callus, 

Michael Palumbo, Juliet White-Smith 

COMPETITIONS 

International Viola 
Competition 2004 
Paris-Ville d'Avray 

International Viola competition 
2004 Paris-Ville d'Avray is open 

to all violists of any nationality 

without age limit. The first round 
will be held on March 6, 2004. 
First round repertoire: Hindemith 
Sonata Op. 25 No. 1 - 1st and 
2nd movements or Hindemith 

Sonata Op. 11 No. 5 - 1st move­

ment, Vieuxtemps Cappriccio pour 
Alto Seul, and Jean-Louis Petit 
Paralipomenes. The final round 
repertoire includes Philippe 

Hersant: Pavane pour Alto Seul 
and Bartok Viola Concerto - 1st 

movement. For more information 
please contact: Jean-Louise Petit, 
email: jlpetit@dub-internet.fr or 
view the competition announce­

ment located on the AVS website: 

www.americanviolasociety.org. 

The 2004 International Hugo 
Kauder Competition For String 
Quartets 

The 2004 International Hugo 

Kauder Competition For String 

Quartets takes place June 18-20, 
2003 at Yale University's School 
of Music. The Hugo Kauder 

Society welcomes applications 

from quartets with an average 

age 35 or below. Complete infor­
mation can be found on the 
Kauder society web site: 
www.hugokauder.com or tele-

phone at (203) 562- 5200, fax at 

(203) 562-5201 or email at 
patosk@earthlink.net. 

First Prize - $10,000 and a spon­

sored public performance. 

Second Prize- $5,000 and a 

sponsored public performance. 

The Audience Prize - $1,000 and 
a sponsored public performance. 
Winners also receive a free digital 

recording of their performance. 

2004 Kingsville International 
Competitions 

The Music Club of Kingsville, 
Inc, will hold its annual Kingsville 

International Competitions (The 

Young Performers Concerto 
Competitions and the Isabel 
Scionti Piano Solo competitions ) 
April1-3, 2004 on the campus of 

Texas A & M University­

Kingsville. Over $24,000 in prize 

money is available for distribution 
to winners in various contests. 
The highest ranking winner will 
receive a minimum total of 

$5,000 in cash prizes and a per­

formance with the Corpus Christi 

Symphony Orchestra or the 
Victoria Texas Symphony 
Orchestra. 

Separate contest will be held in 

two divisions: Junior (up to 19 

years of age) and Senior (19-26 

years of age). Entry deadline is 
Wednesday, January 21 (post­
marked), 2004; entry fee is 

$35.00 per contest. For more 

information, please contact the 

Kingsville competitions at: 
youngperf@hotmail.com or 
361/592-2374, or visit the website: 
www.KingsvilleMusic.com 8 
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Miranda Pederson/Bowling Green Daily News 

by Dwight Pounds 

It is with deep sadness and a pro­

found sense of loss that I inform 

the Society of the passing of vio­

list Kerry McCay Sharer, my col­

league, frequent stand partner, 

and close friend for over four 

years. Death is difficult even in 

the most acceptable situations, 

but the burden is made all the 

more onerous when, in addition 

to the sense of loss inevitably fel t 

by close friends and family, they 

have to contend with pondering 
the imponderable at the passing 

of such a young, vibrant, and tal­

ented person in what has been 

euphemistically called rhe prime 

of life. 

Kerry Sharer was Bowling G reen's 

accidental violin/viola reacher, 

having met Marry Sharer from 

Franklin, KY, at Northwestern 

University while 

they were working 

on graduate 

degrees in music. 

When he returned 

in 1999 to assume 

duties as band 

director of 
Bowling Green's 

Warren East High 

School, she came 

as well and soon 

was employed as a 
clerk with Royal 

Music Company. 

I was delighted to 

learn that a stu­

dent of my friend and former 

AVS President Peter Slowik was 
among us, knowing that Peter was 

a stickler for both technique and 

musicianship. She opened a pri­

vate studio and soon was playing 

in the Owensboro and Bowling 

Green-Western Symphonies, sub­

bing in Nashville, and was a 

founding member of the Bowling 

Green Chamber Orchestra. By 

the time she and Marry married, 

her private studio had grown so 

large and the demand for her 

services so extensive that studio 
teaching became her full-time job. 

The foLlowing describes the week 
that began on Sunday, july 13, 
2003: 

A call carne to my home regard­

ing the Fountain Square Players' 

upcoming production of Rogers 
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& Harnmerstein's musical come­

dy, Cinderella. Some violinists 

and a violist were still needed for 

the orchestra-would I consider 

playing? Kerry Sharer was going 

to play one of the string parts and 

Marry was going read the percus­

sion score. It sounded like a very 
good gig and I conunitted to it 

immediately. An e-mail message 

from Kerry arrived within hours 

asking me to come by Royal 

Music Company on Monday to 

pick up a part. At 1 0 AM I was in 
the store, the facilities of which 

she used to teach a very large stu­

dio of over 60 young people. I 

shared my impressions of the 

recent viola congress in Kronberg, 
Germany-we had played a wed­

ding together on the eve of my 

departure-and told her about 

finding a beautiful viola duet of 

intermediate difficulty that we 

could play for her students and 
their families in one of her recitals 

in the autumn, one that she 
might consider using with some 

of her more advanced students. 

We visited the better part of 20 

minutes, joking about which of us 
would have the "honor" of play­

ing the viola part since we were 

both violists and wh o would have 

to "make do" on second violin. I 

asked her to make it easy on her­

self, that I would be happy to play 
either. She retrieved the viola part, 

gave it to me, and said she would 

be giving me several envious 

glances during the performance 



while she "suffered" through the 

violin score. What neither of us 
could know at the time was that 
she had less than twenty two 
hours to live as even then a blood 
clot that would prove to be fatal 

was forming in one leg. 

An astounded community reacted 
to the shock of Kerry's sudden 
passing quickly. The Bowling 

Green Daily News printed a trib­

ute to her on the front page of its 

Wednesday issue, her brief career 

was the subject of an editorial the 
following day, and a concert by 
the summer community band was 

performed in her memory. The 

Bowling Green Chamber 
Orchestra board of directors desig­
nated the principal viola position 
in perpetuity as the Kerry McCay 
Sharer Memorial Chair. In addi­

tion to grieving family and 

friends, Maestro Nicholas Palmer 

of the Owensboro Symphony and 
several members of the orchestra 
were present for memorial servic­
es. Four close friends delivered 

heartfelt and eloquent eulogies. 

Several people expressed interest in 

a memorial concert. Additional 
tributes and poems arrived, all of 
which are to be placed on perma­
nent file in the Primrose 

International Viola Archive. 

Jeffrey Reed, director of the 
Bowling Green Chamber 
Orchestra, had been asked by 
Kerry's family to handle all musical 
activities with regard to Thursday's 

memorial service. I approached Mr. 

Reed to offer whatever assistance he 
might need-recommendations for 
viola literature appropriate to the 
occasion, performance, or any 
other requirements. He said that, 

rather than featuring the viola, 

Kerry's students were going to play 
and asked if I would help tune 
their instruments and play with 
them .. .I gladly agreed. When 35 

or so young people between the 

ages of four and seventeen filed 
into the sanctuary with their violins 

and violas under their arms and 
took the position to play Twinkle, 
it was as if the purpose and sum­
mary of Kerry's brief but brilliant 

teaching career had been distilled 

to this one moment in time. Even 

the very youngest violinist rose to 
this special occasion as the building 
rang with the Suzuki arrangement 
ofT winkle, Twinkle, Little Star and 

its first variation, "Mississippi Hot 

Dog," probably the most unusual 
hymn of praise ever performed in 
Christ Episcopal Church ... but 
that's exactly how it was played. 

This massed performance by her 

students was a beautiful and touch­

ing gesture, one that she would 
have particularly appreciated. This 
Ohio native was lovingly buried in 
her husband's home town of 

Franklin, Kentucky ... she had more 

than earned her place among us. 

That night, the show at the 
Capitol Arts Center went on in 
the strongest tradition of show 

business. We instrumentalists, 

most of us having attended or 

participated in the earlier memo­
rial services, played through a 
degree of pain but put our full 
energies into creating a good per­

formance, just as Kerry's students 

had done earlier. It was business 

as usual and Kerry would have 
wanted it that way. Those closest 
to her, perhaps inevitably, would 
have to contend at some point 
with their mental and emotional 

detachment during the lightheart­

ed Cinderella and ironically do so 
at a time when the tormented 
clown in Ruggero Leoncavallo's I 
Pagliacci was more appropriate to 
their frame of mind. In the end, 

children giggled at the antics of 
the wicked step-mother and the 
awkward step-sisters and marveled 
at the Fairy God Mother's magic. 
Cinderella married the Prince and 

lived happily ever after, dreams 

came true, and people laughed 

and were entertained. Kerry was 
supposed to be sitting beside me 
playing the second violin part, but 
Fate had decreed that she would 

take her final bow earlier that 

same day. This very much in 

mind, it was only when the 
actors, singers, and dancers-par­
ticularly Cinderella and the 
Prince-came out to acknowledge 

the applause during the very up­

beat curtain music that I was able 
to shed the first tears of this total­
ly incongruous day. One perform­
ance down, three to go ... with 
curtain calls. 

This was the week that ended on 

July 19, 2003. 

Kerry McCay Sharer (1975-2003), 
a native of Columbus, Ohio, was a 
graduate of james W. Robinson 
High School in Fairfax, V:/1, and of 
DePaul University. She earned a 
master's degree in music pedagogy 
from Northwestern University, 
Evanston, IL, where she studied 
viola with Peter Slowik. She was a 
member of the Bowling Green 
Chamber Orchestra, the Owensboro 
Symphony and Zion Lutheran 
Church in Franklin, Kentucky. B 
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originality, a one 

of a kind genius 

that cannot be 
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the genius of 

Pinchas 

Zukerman . 

A legend in his own 
time, for all times. 
And the only 

strings Pinchas 
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viola are Dominant perlon strings. Crafted 
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Thomastik-lnfeld. 
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~ virtuosi like Pinchas Zukerman, and 
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Have you seen... JAVS ONLINE? 

The Journal of the American Viola Society released its first-ever online issue this past summer. 
JAYS ONLINE is published once per year during the summer, 

in addition to the two print issues of JAYS that appear in Spring and Fall. 

Marshall Fine discusses his 'euxtemps Sonata "Allegro et Scherzo" 
including downloadab e piano and viola scores, 

Barry Green talks about the unique role of the viola in connection with his new book, 
"The Mastery of Music", 

Donald Maurice outlines the contributions of pioneering German solo violist Michael Balling, 
and Libor Ondras explores the material behind Hindemith's Der Schwanendreher. 

See www.americanviolasociety.org and click on the JAVS ONUNE link for the summer issue of JAVS. 

15 



JOURNAL OF THE AMERICAN VIOLA SOCIETY 
16 



By jeffrey Levenberg 

Editor's Note: Jeffrey Levenberg's 
Introducing Zeiter's Concerto is 
the first prize winner in the 2003 
David Dalton Viola Research 
Competition. 

History 
Karl Friedrich Zeiter (1758-1832), 

renowned during his lifetime as 

one of Germany's foremost com­

posers, conductors, music histori­

ans, and educators, has had a 

notable impact on the history of 

western music. Dr. Zeiter's passion 

for Johann Sebastian Bach led to 

the rediscovery of the St. Matthew 

Passion; the subsequent organiza­

tion of the Passion's monumental 

performance in 1829 helped renew 

the world's interest in Bach's 

music. Zelter served on the facul­

ties of the Berliner Sing-Akademie, 

Akademie der Kiinste, as well as 

established institutes in 

Kaliningrad, Breslau, and Berlin; 

his many students included Felix 

Mendelssohn and Otto Nicolai 

(Ottenberg 781-782). In fact, 

today Zeiter is virtually remem­

bered only for the success of his 

distinguished pupil, Mendelssohn. 

However, Zeiter was an accom­

plished composer in his own right. 

Most famous for his extensive out­

put of lieder, Zelter also composed 

numerous sacred, choral, and key­

board works, as well as his sole sur­

viving orchestral work, the Viola 

Concerto. Although Zeiter's viola 

concerto is not a masterpiece, the 

concerto is an example of typical 

eighteenth century German music 

and therefore serves as a model for 

appropriate historical performance 

practices. Because of this, and since 

it also includes some truly quite 

pleasing music, the concerto 

deserves to be more readily includ­

ed in the viola repertoire. A founda­

tional knowledge of eighteenth cen­

tury performance techniques will 

enhance one's search for his or her 

own unique interpretation (whether 

it is modernized or not). The fol­

lowing fundamental suggestions are 

meant to be applicable to both his­

torical and modern performances. 

Owning a copy of this concerto will 

certainly prove to be valuable. 

Zeiter's viola concerto was com­

posed in 1779, early in his career 

and before his formal composition 

studies, while he was still primarily 

an amateur violist. The following 

excerpt from Zeiter's autobiogra­

phy describes the humorous cir­

cumstances surrounding the com­

mission of the piece: 

But one of my greatest wishes had 
remained unfolfilled. I never yet had 
seen a proper score, had always wanted 
to see the score of one of Bend:t's works, 
and now through being away ftom the 
theatre the hope of doing so was greato/ 
diminished. Then suddeno/ I remem­
bered one of the viola players in the 
orchestra (who privateo/ dealt in 
pigeons) saying that he possessed a score 
ofBend:t's Ariadne aufNaxos. I went 
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to him, and indeed he owned the score, 
but he was ono/ prepared to sell it­
and for more money than I could 
afford. One d:ty he came to visit me, 
and in the courtyard he saw some 
pigeons which belonged to a neighbor. 
He then proposed to me that, if I gave 
him the pigeons, he would lend me the 
Ariadne score. This of course, was 
impossible, as I did not even know 
who owned the pigeons, but I soon 
found out that they belonged to a secre­
tary with whom I had gone to concerts 
on several occasions. So I went to him 
and after long discussions we came to 
an agreement: He would give me the 
pigeons and in return I was to compose 
a viola concerto for him. In this way I 
received my pigeons which I exchanged 
immediateo/ for the score, and 
throughout many a day and night I 
copied it. (Beyer 5) 

Upon its completion, the concerto 

was welcomed with immediate suc­

cess. As Zeiter himself noted, "My 

secretary was overjoyed when he 

heard the concerto played for the 

first time." (Beyer 5) The instant 

success of the concerto probably 

inspired Zeiter to pursue composi­

tion seriously; his autobiography 

reveals that this piece served as a piv­

otal, transitional point in his career 

(Beyer 5). In fact, his feelings about 

his piece show the utmost confi­

dence and even arrogance: By now 

the viola concerto was finished. It 

was the first attempt in recent times 

to offer something more in a concer­

to than just technique and some­

thing pleasant to listen to (Beyer 5). 



Zeiter's exuberance aside, his Viola 

Concerto is not recognized as a 

tremendous masterpiece when 

compared to other contemporary 

concertos by Haydn, C.P.E. Bach, 

and Mozart. However, it is impor­

tant to understand that much of 

~e repertoire of Zeiter's time is 

not comprised of inspired master­

pieces. The musicians of the eigh­

teenth century lived very different 

lives from those of the present day. 

Composers were always writing for 

the moment and trying to meet 

ridiculous deadlines imposed upon 

them by their wealthy patrons. 
The result of this was an enormous 

amount of substandard repertoire 

with little emotional feeling and 

much repetitiveness. Thankfully 

(as the above quotes show), this 

was not the case with Zeiter's Viola 

Concerto, as he made a sincere 

attempt to create a truly sublime 

work, even before his extensive 

training as a composer. 

Some Fundamental Eighteenth 
Century Techniques 
Scored for two trumpets, strings, 

and solo viola, Zeiter's Viola 

Concerto in E Flat Major consists 

of three movements (Allegro con 

fuoco, Adagio non troppo, and 

Rondo), typical of the eighteenth 

century concerto. Many historical­

ly-based practices can be imple­

mented in a performance of the 

concerto, and some of the more 

pertinent examples will be 

addressed as they appear in the 

composition. While different 

interpretations will lead to differ­

ent bowings, phrasing, etc., the 

same guidelines can still be 

applied. 

Movement I 
To lay the foundation for the per­

formance of this era's repertoire, it 

would be historically accurate to 

say that the composers used (in 

common time) beat one as the 

strong beat, beat two as a (lesser) 

"traveling" beat, beat three similar 

to beat one in a slighter strength, 

and beat four as a "leading" beat 

back into one. One may directly 

apply this throughout the compo­

sition with appropriate right and 

left hand technique and expres­

sion. A simple example of this can 

be seen in the opening statement 

by the soloist. (See example 1.) 

The next entrance is another clear 

example of this idea, with the 

slight difference that the accompa­

niment has the strong first beat in 

measure 45. The soloist should 

react to this with the same energy 

as if he or she played the down­

beat. This section also allows for 

the distinction to be made 

between slurred and non-slurred 

notes. According to one of the 

eighteenth century's venerable vio­

linists, Leopold Mozart, "The first 

[of the slurred] notes coming 

together in one stroke is accented 

more strongly and held slightly 

longer, while the [following notes 

are] slurred on to it quite quietly 

and ratherlate" (115). Expanding 

upon this idea leads one to believe 

that a) all of the slurred eighth/six-

teenth notes are not to be played 

with the same length or articula­

tion, and b) there should be a 

slight break in between slurs in 

order to emphasize the first note of 

the next series. (See example 2.) 

While Zeiter's original notation 

did not slur the final "b flat" and 
"a," Mozart's valid "rule without 

exception: The appoggiatura is 

never separated from its main 

note, but is taken at all times in 

the same stroke" (166) is certainly 

applicable here. 

Concerning fingerings, the use of 

open strings is considered reason­

able in pre-romantic music. 

William Primrose suggested their 
use in all types of music "because 

of the color that is induced by a 

commingling of overtones. This 

adds glamour to the sound of the 

instrument" (Dalton 92). The 

degree to which this is to be 

applied is up to the performer. 

Perhaps one may apply this to the 

very opening. 

The minimal use of slurs in the 

original manuscripts of many of 

the eighteenth century composers 
leads one to infer that when slurs 

are notated, they are of significant 

importance. (See example 3.) 

Mozart's performance practices can 

be applied here as well. To avoid 

Example 1: Zeiter Viola Concerto, mvt. ], mm. 33-41 
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Example 2: Zeiter Viola Concerto, mvt.l, mm. 44-54 
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monotony, every sixteenth note 

should not be played the same way; 

thus, the marked slurs require a 

change of color and articulation. 

Even the longer slurs at the end of 

the phrase must still be articulated in 

accordance to the hierarchy of beat 

importance. Often times, an excep­

tion occurs concerning the hierarchy 

of beats. According to Mozart, "In 

lively pieces the accent is mosdy used 

on the highest note, in order to make 

the performance right merry'' (221). 

Example 4 embodies this basic idea, 

and the new musical idea presented 

by Zeiter (triplets and sequencing) 

creates the need for dear phrasing. 

The trills throughout this piece are 

generally limited to the transition 

and conclusion of phrases. While 

there certainly is no "correct" way to 

perform a trill, one should be educat­

ed on the appropriate trills of the 

time period. A final trill may a) be 

approached from above; b) 

approached with a descending 

appoggiarura; c) approached with an 

ascending appoggiarura; or in the 

case of long notes and cadenzas, d) 

be played without strict rhythmical 

time (ribarutta). (See example 5.) To 

conclude the trill, "it is always better 

by means of a few litde notes which 

are slurred on to the trill as a rum, 

and which are played somewhat 

slowly, to fall directly to the closing 

note rather than make the perform­

ance sleepy'' (Mozart 191). This is 

especially important to achieve a 

singing sound at the conclusion of 

the cadenza. 

The short, ornamental trills seen in 

the exposition are to be "played with 

a quick appoggiarura and a turn'' 

(Mozart 188, (See example 6.) 

Example 3: Zeiter Viola Concerto, mvt. I, mm. 55-62 
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Example 4: Zeiter Viola Concerto, mvt. I, mm. 71-72 
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One of the practices of the eigh­

teenth century was for the per­

formers to improvise their own 

cadenza. While this is rarely done 

in the present day, this idea helps 

one understand the logic behind 

Zeiter's first and second movement 

cadenzas, as the free scales and 

arpeggios have an improvised feel. 

(See example 7.) 

Movement II 

The solemn second movement 

requires the application of many of 

the above practices concerning beat 

emphasis, articulation, slurs, and 

trills. Written in 3/4 time, the 

downbeat maintains its strength, 

and beat three once again leads into 

beat one. Beat two, even though 

technically considered a strong beat, 

remains weaker than one and is a 

"traveling" beat. This movement 

enjoys significant dialogue between 

the soloist and the accompaniment, 

and much of the solo line allows for 

expressive and improvised orna­

mentation. (See example 8.) 

Contrasting this opening theme 

are the unsettled sixteenth notes 

which occur regularly throughout 

the movement. (See example 9.) 

Many ornaments of the day can be 

incorporated in this section to 

emphasize certain points, as well as 

to add interest. For example, the 

second held "d" in measure 36 

could contrast the first one with 

the use of an upwards mordent. 

(See example 10.) 

When this "d" returns at the height 

and conclusion of the phrase, one 

may further ornament it with a rib­

attuta. (See example 11.) 



Example 5: Zeiter Viola Concerto, Trill examples 
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Example 6: Zeiter Viola Concerto, exposition trills 

Example 7: Zeiter Viola Concerto, mvt. I, cadenza 
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This type of ornamentation is 
obviously most suitable on a 

longer note (Mozart 210). 

The return of the opening 

melody demands significant 

attention when considering 

improvisatory ornamentation. 

(See example 12.) 

The lengthy "d" could again 

employ the ribattuta to add to "the 
sustaining of a very long note" 
(Mozart 210). In order to make 

this most effective, it would be 

appropriate to suggest that one add 

an ascending tirata to the high "b 

flat" and then a descending tirata 

to the "f sharp." (See example 13.) 

It is important to note that the 

above ideas are only suggestions 

and that different interpretations 

will ultimately lead to different 
ornamentation. The suggested 
ornaments were common in the 

eighteenth century and were 

understood and expected by the 

composer. Obviously, enhance­

ments may also be achieved with 
expressive dynamics, vibrato, and 
the like. Above all else, remember 

Mozart's statement that "All these 

decorations are used, however, only 

when playing a solo, and then very 

sparingly, at the right time, and 
only for variety in often-repeated 
and similar passages" (214). 

This movement is also suitable to 

briefly address the commonly 

questioned use of vibrato in the 

eighteenth century. Mozart pre­
sented his view that vibrato should 

be limited to passionate phrases 

and accentuating certain tones, 

whereas another eminent violinist, 

Francesco Geminiani, suggested it 

be used as often as possible 
(Duffin 4). This difference of 

opinion refutes the common 

stereotype that all eighteenth cen­

tury performers limited their vibra­

to, implying that the eighteenth 

century vibrato practices are simi­

lar to common practices today: 

Vibrato is an enhancement to the 
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Example 8: Zeiter Viola Concerto, Movement. II, mm. 22-29 (opening 
solo phrase) 

Example 9: Zeiter Viola Concerto, Movement II, mm. 32-40 

Example I 0: Zeiter Viola Concerto, Movement II, m. 36 

Example II: Zeiter Viola Concerto, Movement II, m. 

Example I2: Zeiter Viola Concerto, Movement II, mm. 48-54 
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Example I3: Zeiter Viola Concerto, mvt. I, mm. 50-25 
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phrase, and controlled use leads to 
more expresswn. 

Movement III 

The final movement follows the 

typical eighteenth century rondo 
form, and considering that each 

section requires many of the same 

performance practices used in the 

previous movements, only a sample 

from each section will be provided 

here. (See example 14-18.) 

Zelter's creativity can be seen in 

this section, as he reuses motives 

from the second movement in a 

quicker, livelier context. 

Interwoven throughout the rondo 
are slow recitatives (adagio, piu 

andante), which serve as transitions 

between theme A and the episodes. 

(See example 19.) 

The Spectrum of Opinions 
Concerning Eighteenth Century 
Performance 

The relevance of understanding the 

appropriate performance practices 
for eighteenth century composers is 

clearly addressed in Mozart's final 

address to the performer: 

The good performance of a compo­

sition according to modern taste is 

not as easy as many imagine, who 

believe themselves to be doing well 

if they embellish and befrill a piece 

right foolishly out of their own 

heads, and who have no sensitive­

ness whatever for the ajfict which is 

to be expressed in the piece. And 

who are these people? They are 

mostly those who ... force themselves 



Example 14: Zeiter Viola Concerto, Movement III, mm. 1-8 
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Example 15: Zeiter Viola Concerto, Movement III, mm. 21-24 
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Example 16: Zeiter Viola Concerto, Movement Ill, mm. 49-56 
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Example 17: Zeiter Viola Concerto, Movement Ill, mm. 103-108 

IRI.'o Jffi IFf I l(fft lffl ! E l~tw rr 
Example 18: Zeiter Viola Concerto, Movement III, mm. 129-132 

1K1h- '·'lttiUhNMfhrl'tEiSfCIDir r 
Example 19: Zeiter Viola Concerto, Movement III, mm. 82-87 
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straight into the company of virtu­
osi. Many succeed so far that they 
play off with uncommon dexterity 

the most difficult passages in vari­
ous concertos or solos which they 
have practiced with great indus­
try ... But should they have to per-

form only a couple of minuets 
melodiously according to the 
instructions of the composer, they 
are unable to do so ... For as long as 
they play an allegro, all goes well: 
but when it comes to an adagio, 
there they betray their great igno-

ranee and bad judgment in every 
bar of the whole piece. They play 
without method and without 
expression (215). 

Whether or not the present day 

performer chooses to incorporate 

some of the eighteenth century 

practices is a matter of personal 
opinion. Primrose, for example, 

was "heartened that some artists 

and recording companies today 

have had the enterprise to share 

with the public what they believe 

to be more authentic renderings of 

early music" (Dalton 191). Pinchas 

Zukerman, on the other hand, 

considers historically-based per­

formances to be "complete asinine 

stuff" and "complete rubbish," in 

some of his more reserved com­

ments about the topic (Duffin 3). 

Perhaps Leopold Auer was the 

most adamant about expressing 

one's feelings through music, no mat­

ter what interpretation is taken: 

I have already said that the [musician] 

must enter into the spirit of a composi­

tion . .. W0 do the greatest honor to art 
when we offer our own very best, not 
the best we can borrow .from someone 
else . .. Forget tradition. Dismiss the 
idea that you must try to play such 
and such a work just as so and so plays 

it. Do not think ofstyle! Concentrate 
quite simply and honestly on putting 
your whole heart and soul into the task 
of making the music you are playing 
live, expressing it as you ftel the com­
poser meant it to be expressed (83). 

Surely such a wide spectrum of view­
points shows that there simply is not 

only one way to perform earlier reper­

toire. Many will agree, however, that 
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there must be a distinct differ­

ence between how each genre 

of classical music is performed. 

Introducing Zeiter's Viola 

Concerto 

Endnotes 

1 His symphonies and a 

violin concerto are lost 

(Beyer 4) . 

2 Franz Beyer's edition of 

the original score is used 

as the primary source for 

this essay. A piano reduc­

tion is also available: 

Zelter, Karl Friedrich. 

Viola Concerto. ed. Franz 

Beyer. Adliswil: Edition 

Kunzelmann, 1998. 

3 In fact, Adam Carse 

claimed that" ... one 

work followed another 

in quick succession ... so 

much of the 18th centu­

ry music is little more 

than hack-work turned 

out without m uch 

thought and given little 

purpose" (9). 

4 Leopold Mozart is often 

regarded as the founder 

of "modern" violin tech­

nique (Duffin). 

5 Franz Beyer has also com­

posed suitable cadenzas for 

this piece. 

6 A-B-A-C-A-D-A-B-A­

Coda, a form most likely 

influenced by Wolfgang 

Amadeus Mozart's early 

rondos (Cole 653). 
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THE KRONBERG K G NGRESS AND 

VIOLA FEST IN REVIEVV 

dios of their society as 

well as balancing the 

programs with guests 

from all over the 
world. Other coun­
tries represented 
included Canada, 

Scotland, New 

Zealand, Belgium, 

Sweden, and the 
U.S.A. 

The Altes Oper in Frankfurt provided the setting for the 
opening of the 2003 Viola Fest. 

Something that stood 

out was the quality of 

German viola teachers 

and their incredibly 
Editor's Note: we wish to thank 
Dwight Pounds for his beautiful pho­
tos of the Kronberg Kongress and 
Viola Fest. 

The International Viola 
Congress Meets in 
Germany, June 2003 
By Claudine Bigelow 

The 2003 International Viola 

Congress was held in charming 
Kronberg, now a suburb of 

Frankfurt, Germany. It is a beautiful 

and historic place complete with 

narrow cobbled stone streets and its 

own medieval castle where knights 
of old once roamed. Organized 
jointly by the German Viola Society 

and the International Viola Society, 

Ludwig Hampe, Ronald Schmidt 

and Frank Strauch did a fantastic 

job of showcasing violists and stu-

strong studios. Master class appear­
ances featured the teaching of 

Matthias Bucholz, Johannes Luthy, 
Hartmut Rohde, and Tabea 

Zimmerman. Some of their studios 

were also showcased in recitals. 

The recitals generally featured music 
of the artists' home countries and 

provided a good opportunity to hear 

repertoire I would like to u y in the 

future. Jurta Puchammer-Sedillot 
and her duo partner Elise Desjardins 
performed an incredibly lush Sonata 

Rhapsody by the Canadian female, 

Jean Coulthard (1908-2000) among 

other pieces. Emile Cantor also 
brought his pianist Philippe 
Terseleer and they played Belgian 
music both old and new. The com­

posers ranged from familiar 

Vieuxtemps to those worth seeking 

out more often such as Legly and 

Jongen. Helen Callus played the 

British/American Rebecca Clarke's 

music and Donald Maurice played 

his fellow New Zealanders' music by 

Anthony Ritchie and Alfred Hill. 
Penny and Steve Kruse transported 
audiences to parts of North America 
by featuring rags and some Montana 

Music, by David Maslanka. Chris 

Rutledge shared some of her year's 

focus on Bach and featured the 
Chaco nne. 

Two special violists transported us to 

other worlds by their abilities to cre­

ate wildly new colours on the instru­

ment. H enrik Frendin (Sweden) did 
a demonstration on his newly 

designed "electric viola grande." 
Garth Knox (Scotland) played a 
breathtaking recital of new works 

that shimmered, crackled and 

sparkled with his own unique style. 

Henrik Frendin and his "electric 
viola grande" 
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Frank Strauch's daily task was to 
lead the viola ensemble class, which 
gave a final performance at the end 
of the congress. Frank was also fea­
tured in an evening chamber music 

recital with his colleagues Chrisoph 

Ritter on piano and Klaus Wegener 
on clarinet playing the 

Komponistenportrat ofThorsten 
Kuhn. Another delightful chamber 
music concert featured Matthew 

Marshall on guitar with violist 

Donald Maurice playing Piazolla, 
Villa-Lobos, a refreshing rendition 
of the Schubert Arpeggione, and a 
very cool piece, Haru No Umi by 

Miyagi Michio, originally for flure 

and koto. 

The lectures were a time for learn­

ing, reflecting and arguing. Fan Tao 
from D 'Addario Strings gave a psy­

choacoustic demonstration filled 

with puzzles and answers about 

sound. I was able to both speak 

and play about W illiam Primrose 
and the wide breadth of viola 
materials he left in the Primrose 

International Viola Archive. My 

colleague, Myrna Layton, spoke 

about some of the projects librari­

ans continue to work on in PNA 
and how the collection can be 
accessed. Donald Maurice loved 

stirring strong opinions with his 

Donald Maurice discusses the Bartok Viola 
Concerto. 

presentations and arguments about 

the Bartok Viola Concerto. Don't 
miss his new book coming our this 
fall on the subject, from Oxford 
University Press. 

Ludwig Hampe took all who 
desired on a day tour of Frankfurt 
to learn a bit of its history and to 

help violists understand the impor­

tance of this city for Paul 

Hindemith. We were able to see 

Hindemith's former home, a tower 
hundreds of years old. Apparently 
it was so hard to squeeze a piano 

in it, they tell the story still. We 

were even privileged to hear the 

Frankfurt Opera Orchestra, where 

Hindemith once played, still a 
thriving musical organization. 
Coincidentally, Hampe currently 
plays viola on the first desk of this 

very same orchestra in the 

Frankfurt Opera House. Although 

bombed during the war, the his­
toric opera house was lovingly 

refurbished and continues to 

showcase some of the finest musi­

cians in Europe. We heard the 

opera orchestra in a rehearsal of 

Don Quixote in this beautiful hall. 

The most brilliant idea by the 
organizers was to have this 

Kongress organized in tandem 

with rhe Kronberg Academy's 

Violafest, June 12 - 15. Billed to 
perform were some of the viola 
greats of our rime, including Kim 
Kashkashian, Nabuko Imai, Tabea 

Zimmerman and Yuri Bashmer. 

Unfortunately, lmai was unable to 

perform due to injury but gra­

ciously supported the event and 
attended most of the concerts. 
lmai's need for a substitute paved 

the way for a surprise performance 

on opening night from the won­
derful Norwegian giant, Lars 
Anders Tomter. A personal 
favourite, his refined sound was 

like spun silk. 

Korey Konkol and Nabuko Imai 

Each player had something 
remarkable to offer. Bashmet 
played his trademark Schnittke 

Concerto, but his most interesting 

performance was rhe inventive 

Brandenburg Concerto No. 6 
Konzerr-Paraphrase composed by 
G rigori Korchmar. His solo part­
ner was his student Nina 

Macharadze and they were accom­

panied by the Moscow soloists. 

T his piece is Bach gone mad, 
nightmare music, which is at times 
funny, frightening and always sur­

prising- an excellent composition. 
Bashmet also featured a number of 

transcriptions, both solo and 

chamber. The one I looked the 

most forward to hearing was the 
Brahms clarinet quintet with the 
clarinet part transcribed for viola. 
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Personally, I missed rhe contrast in 

color the clarinet brings to the 

ensemble. 

Kashkashian's intensity and commit­

ment were tangible in every note she 

played. She also got the audiences' 
attention with her compelling and 

special sound. The sheer difficulty of 

the new and complex works was 

impressive. A listing: A new, forty 

minute concerto, Lightning with 

Life, In Four CoLours Comes Down, 
by Christopher Theofanidis, &wa 

Deravin for solo viola and string 

quartet by Eitan Steinberg, Still for 

viola and chamber orchestra by 

Thomas Larcher, Naturale (su 
mefodie siciliane) for viola, percus­

sion and rape by Luciano Berio. Her 

recital with the percussionist Robyn 

Schulkowsky was imaginative and 

improvisatory and also featured 

Armenian folksongs and Folies 
d'Espagne by Marin Marais. 

Since Nabuko Imai was unable to 

perform due to injury, another one 

of the surprises of the Violafest was 

the opportunity to hear from the 
rising generation of great violists. 

Although billed as pupils of the 

four artists, each proved they are 

becoming great artists in their own 

right. Yoko Kanamaru, lmai's stu­

dent played convincing Bach. Her 
leadership in the viola quartet 

arrangement of the Bach 

Chaconne was particularly stirring. 

Ilya Hoffman and Nina 

Macharadze represented rhe polish 

received from study with Yuri 
Bashmet. Sebastian Krunnies, for­

merly a student of Kim 

Kashkashian and Garth Knox, per­

formed the Marc Monnet Fantasia. 

Krunnies has found success as 

one of the most recent additions 

(2000) to the Berlin 

Philharmonic viola section, with 

whom he also performed later in 

the week. Antoine Tamestit, a 

Frenchman, and student of 

Tabea Zimmerman, particularly 

stood our in his performances 

because of his resonant tone and 

beautifully expressive interpreta­

tions. American audiences will 

be lucky to have more opportu­
nities to hear Tamestit this year. 

Since he was a first prize winner 

with the prestigious Young 

Concert Artists in New York, he 

will be performing in the USA 

from coast to coast. 

Strauss's IV:tiserwalzer and on the 

serious side, proved the new piece, 

Testament, by Brett Dean deserves 

to be a staple of group viola reper­

toire. 

Tabea Zimmerman was the high­
light of the entire week. Her com­

mand, grace and beauty glowed in 

every performance she gave. 

Ranging from the Hummel 

Potpurri to the second viola concerto 

by Sally Beamish, her playing cele­
brated all things wonderful about 

the viola. She is doing for our centu­

ry what Primrose did for the last, 

taking viola playing to new heights. 

Zimmerman's luminous and haunt­

ing performance of Menachem 
Wiesenberg's 

Monodiafog will be 

burned in my memory 

forever. 

Mingling with so many 

violists was a joyful 
experience. In atten­

dance there were peo­

ple who had come all 

the way from South 
Africa, Iceland, Poland, 

Australia, Switzerland 

and more. The entire 

week was a wonderful 
Antoine Tamastit and pianist Markus Hadulla international assort-

As if hearing these wonderful viola 

soloists was not enough, the frost­

ing on the cake of the Violafest 

was the opportunity to hear the 

entire Berlin Philharmonic viola 

section in concert! T hey played 

both light and serious viola ensem­

ble music including Telemann, 

Jacob, Weinzierl and Rossini. They 

showed they rule rhe roost with 
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ment of gifted violists 
from all over the world. My only 

regret was that there were not 

more from the American Viola 

Society to support and enjoy the 

occasion. If you have always meant 

to go to a congress and have 
missed out for some reason or 

another, I want to encourage you 

to go next time. Korey Konkol is 

already preparing an extravaganza 



in Minneapolis. These congresses 
are too wonderful to miss! I hope 
to see you next June at the 
University of Minnesota! 

The Kronberg 
Kongress: Some 
Observations 
by Dwight Pounds 

The Facilities 

Kronberg's Stadthalle was a mod­

ern but somewhat Spartan struc­
ture with none of the heavily 
ornamented Baroque stone work 
or Rococo paint and plaster one 

frequently associates with 

German concert halls. It featured 

a vaulted ceiling and good 
acoustics; it comfortably accom­
modated 400 guests and, to 
everyone's delight, it was air con­

ditioned. The Stadthalle was cen­

trally located, offered easy access 
to area hotels and restaurants, 
and was used primarily for morn­
ing presentations. The 
Zehntscheune was an intriguing 

old building two city blocks 

removed which consisted of thick 
stone walls, a brick floor, and 
massive beamed rough-hewn tim­
bers that had been precisely cut, 

joined and fit together with pins 

in a style of joinery known only 

today by a very few master 

builders of barns. Its suitability as 
a recital hall was marginal at 
best-seating was limited and on 
benches, the space confined, and 

when the doors were closed to 

prevent outside noise intrusion, 
the room became very warm and 
stuffy in the unexpectedly hot 
2003 summer. It was used for 

afternoon and late evening pro­

grams during the congress. 

The 2003 Viola Fest opened not 
in Kronberg but in Frankfurt at 

the Alte Oper Frankfurt, the 

city's old opera house. The build­

ing was restored as a 1 000-plus 
capacity concert hall following 
the WWII bombing which 
destroyed its interior. The sell-out 

crowd, the largest I have ever 

seen in attendance at a viola con­

cert, opened the celebration in 
marvelous fashion. Ensuing 
recitals and concerts were pre­
sented in the Stadthalle and the 

Johanniskirche, or St. Johns 
Church. The latter, still an active 

parish church, exuded grace and 
old world charm in an adequate 
but fairly tight space and provid­
ed the most formal atmosphere 

for concerts in Kronberg, being 

used for late evening concerts 

during the Viola Fest. 

The Performers 

Welcome to the world of Garth 

Knox. His is one in which Puck, 

probability curves, kaleidoscopes, 
and/or many other normally non­
musical entities exist on an almost 

continual basis and work their 

impromptu magic. Any part of 

the viola or viola d' am ore is fair 

game to Knox-either side of the 
bridge, the area berween the 
instrument top and the strings 
where only Peter Schickele might 

consider to venture, and that 

ethereal layer of physical sound 

just above what we mortal violists 
consider focused, fat and full 
viola sound that hides a harmonic 

range of which we have never 

dreamed and which is simply sit­
ting there ready to be explored 
and manipulated by a creative 
and adventurous mind. 

Garth Knox is to the viola what 

Puck is to Shakespeare and the 

aurora borealis is to nature. 
Beware all who enter this 
world ... it is not one of Bach, 
Brahms and Beethoven-not even 

of Bartok, Berg or Berlioz, 

though the unrestrained imagina­

tion of the latter certainly 
deserves acknowledgement in this 
context. Those who make this 

journey must either put aside any 

previously held concepts regard­
ing melodic and harmonic beauty 
and viola tone or allow those that 
they have nourished over short 
lifetimes to expand and grow in 
new and delightful directions. It 

is an adventure not for the faint 

of heart or the narrow mind, 
which is to say that it probably is 
ideal for most violists. It glistens 
and glitters, it sparkles and sings, 
and it dances delightfully. Such 

adventures should be entered with 

forethought and an expectation of 

insights into another musical 
dimension ... and at every possible 
opportunity. Such is the world 

according to Garth Knox. 

Then there is Henrik Frendin, the 

affable Swede, who combines tra­
ditional tunes, a thorough knowl­
edge of computer language, 
improvisation, a five-string elec­

trical instrument, and application 

of any other creative idea that 

might appeal to him at a given 
moment. In Crying Angles and 
Licks of Fabio, both for viola and 
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computer, Frendin and composer 
Henrik Frisk utilized the sound 

of the viola to cue certain loops 

and sound parameters in the 

computer, the idea being to cause 
musical expression to be the "trig­
ger" rather than traditional fixed 
parameters such as pitch and 
attack. Wrong Music resulted from 

collaboration between Frisk and 

the Swedish composer Fredrik 

Soderberg and served as the 
embryo of a later and larger ver­
sion for E-viola grande and 
chamber ensemble. The experi­

mental E-viola was developed by 

Richard Rolf in Stockholm in an 
attempt that Frendin calls "[cre­
ation] an electrical instrument 
that has the sound character of an 
acoustical one." 

Totally unique-Garth Knox and 
Henrik Frendin probe the outer 
limits of the viola in their own 
unique ways, chase the will o' the 
wisp and explore new dimensions 

of sound. Their technical acumen, 

profound sense of artistry, and 

willingness to experiment and 
improvise, result in musical 
imagery that at once is compelling, 

convincing, and ultimately charm­

ing. Stereo-typical English reserve 

and Swedish gloom have no place 
in their art. 

Les Americains 

The husband and wife duo of 

Penny and Steven Kruse opened 
the musical portion of the 
Kronberg Viola Congress with 
David Maslanka's Montana 
Music: Fantasy on a Chorale Tune 
for Violin and Viola. The distinct-

ly American music suggesting the 
open spaces of the American 
prairie, the frontier, and its 

indigenous peoples echoing 

throughout the Kronberg concert 
hall and its beautiful vaulted ceil­
ings served to remind the dele­
gates that this undoubtedly was 
an international event. 

Helen Callus, formerly Professor 

of Viola at the University of 
Washington (Seattle) and official 
host of International Viola 
Congress XXX, is a rising figure 

in the viola world. Not only is she 

President Elect of the American 
Viola Society and served as official 
representative of the AVS to the 
IVS Executive Board meetings in 

Kronberg, she also has presented 

very solid performances in the last 

three congresses, thus combining 

remarkable artistic and organiza­
tional skills. Callus continued the 
American theme in her program, 
a Composer's Portrait-Rebecca 

Clarke, with Clarke's Viola 

Sonata, Morpheus, and I'll Bid My 
Heart be Still. 

Christine Rutledge, another 

American with numerous inter­

national appearances, also played 

a very strong recital despite the 
disadvantage of an unbelievably 
hot auditorium. A firm reading 
of the Bach Partita No. 2 in G 

Major was followed by an equally 

strong performance of 

Hindemith's "Passacaglia'' from 

Solo Sonata Op. 11, No.5. 
Rutledge and pianist Hede Hass, 
who provided outstanding 
accompaniments for most of the 

congress participants, concluded 
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with lngolf Dahl's Divertimento, 
a very interesting and compelling 

composition which requires some 
score d' atura in the third move­

ment, as the C-string is tuned 
down to a B-natural. 

Also appearing in their third inter­
national viola congress, Austrian­

Canadian violist, Jutta 

Puchhammer-Sedillot, and pianist 
Elise Desjardins were the final 
North American performers at the 
congress. This program began with 

Rhapsody by Jean Coulthard, a 

Canadian woman active for much 

of the 20th century. The next 
selection, Philipp Scharwenka's 
Sonate "Fantasia," was Romantic 
in the style of-but not outdo­
ing-Brahms, and they concluded 

with Frank Bridge's Four Pieces for 

Viola and Piano. The 

Puchhammer-Desjardins duo con­
sistently generates excitement and 
a sense of anticipation in their 

thrilling and performances and 

interesting programs. 

A multi-lingual polyglot (redun­
dancy admitted), Emile Cantor is 
also a fascinating storyteller who 

took every opportunity to share 

either some biographical informa­

tion about a featured composer or 
something about a given work or 
program. An example of his rea­
soning: "just as the viola is 

squeezed between the violin and 

cello, so is Belgium squeezed 

between Holland and France, 
therefore a program of Belgian 
composers is entirely appropri­
ate" ... and incidentally the first 

with this emphasis at an interna­

tional viola congress. He would 



share his anecdotes with the 

audience in English und auf 
Deutsch and discuss program 
order with Philippe Terseleer, his 
accompanist, en Franc;:ais ... and 

all this from a person with a 
Dutch passport and a Danish 

wife. W ith nine compositions by 

as many composers listed in his 
recital, including a world pre­
mier by Pierre Bartholomee, one 
can only conclude that he possi­

bly performed the entire Belgian 

viola repertoire. Other com­

posers on Canror's program 
included Albert Huybrechts, 

Joseph Jongen, Victor Legley, 
Henri Pousseur, Fernand 

Quinet, Andre Souris, and Henri 

Vieuxtemps. Cantor's bow, thus 
his tonal control, is ever evident 
throughout the beautifully craft­

ed performances of this unique 

and charming man. 

European congresses by their 
very nature tend to be smaller 

and more intimate affairs than 
their North American counter­

parts. Many young people who 

applied to participate in the 
master classes were even housed 
with local families in an attempt 
at defraying their expenses. One 
measure of the quality of 

instruction represented at the 

congress was the excellent tech­

nical execution, musical finesse, 

and ensemble capabilities of the 
various studios represented, par­
ticularly those ofTabea 

Zimmerman and Harrmut 

Rohde. 

Tabea Zimmermann's first move­

ment of the Bach Solo Suite No. 

3 was light, curiously but very 

effectively underplayed ... 
Zimmermann demanded an 
effort in concentration on the 

part of the audience and never 

exceeded a mezzo-forte, at least 

as perceived on Row 17. 
Menachem Wiesenberg's 

Monodialog combined in one 
performance techniques rarely if 
ever never heard in combination 

as Zimmerman effortlessly sus­
tained a left-hand pizzicato on 

which delighted audiences at 

Congress XIII in Boston in 
1985, continued unabated in 
Kronberg. She seemed to be 

everywhere during the Viola 
Fest, doing everything-dis­

cussing technique with delegates, 

examining new instruments and 
bows, and performing a wide 
variety of literature. Her opening 
appearance featured Christopher 
Theofanidis' Lightening with 
Life, in Four Colors Comes Down, 

Tabea Zimmerman greets congress delegates. 

a descriptive four-move­
ment work with the com­
poser conducting. She 
played the world premier 
of Eitan Steinberg's Rava 
Deravin as solo violist 

supported by the Kuss 
Quartet. Her most 
unique and arguably 

most compelling per­

formance was a program 

of viola-percussion duos 

the C and A strings alternately 

while fully maintaining an arco 
melodic line on the higher 

strings. As if the pizzicato-area 

duo were not sufficient chal­

lenge, Wiesenberg also demand­
ed a rather extended vocalized 
pedal tone from the soloist, sug­
gesting a lament. (Incidentally 

do not try this without a very 

good ear and physical coordina­

tion, or if you are easily distract­
ed.) Her tone was like silk, the 
notes did her bidding, and her 
memorable reading of this 

haunting piece consistently left 

her listeners spellbound, 

enchanted, and wanting more. 

Kim Kashkashian's artistry, 

Kim Kashkashian and Robyn Schulkowski 
acknowledge applause following their viola­
percussion recital. 

with percussionist Robyn 

Schulkowsky. The viola con­

tributed to the percussive effects 

in Luciano Berio's Naturale (su 
me/odie siciliane) for viola, per­
cussion, and tape, with demand-
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ing pizzicato and arco lines 
played simultaneously. Vater 
Komidas' Armenian Songs was 
perhaps the most exotic, with 

Schulkowsky employing numer­

ous instruments and techniques 
to augment the Armenian scales 
and tonalities. Marin Marais' La 

Folia Variations concluded the 

program. 

The percussionist had the advan­
tage of motion-the audience sat 
somewhat transfixed as the bare­

footed Schulkowsky seemed to 

gracefully and effortlessly levitate 

from drum to cymbal to tam­

tam. H er total absorption (sans 

emoting) in the task at hand was 
also rather hypnotic and the 
audience simply could not keep 
their eyes off of her despite their 

devotion to the violist. In later 

programs Kashkashian was 
joined by Sebastian Krunnies in 
a performance of Bela Bartok's 
Duos for Two Violas and she 

concluded her Viola Fest appear­

ance in performing Still, by 

T homas Larcher, with the 
Moscow Soloists and German 
Youth Philharmonic. 

If personal involvement was the 

most telling criterion, this con­

gress would be known quite sim­
ply as the DONALD MAU­

RICE CONGRESS, wirh rwo 
recitals and rwo lectures to his 

credit. New Zealand composer 

Anthony Ritchie's Viola 

Concerto was marked by fre­

quent occurrences of jazz ele­
ments, showing the staying 
power and ability of this unique­

ly American musical form to 

influence non-American music a 

full century after its inception. 
The concerto is a very solid 
composition and was beautifully 
and convincingly performed by 

Maurice, perhaps one of irs 
finest interpreters as he com­
bined sensitivity and nuance 
with a variety of demanding 

technical demands. Alfred Hill's 
Sonara in B Minor (1891) was 

written in rhe Romantic German 
style but featured distinct Maori 
tunes. 

Maurice's second recital featured 
the viola and guitar combina­

tion, with his countryman, 
Mathew Marshall, on guitar. The 

program was a combination of 
the familiar and not so familiar, 
including arrangements of 
Schubert's Arpeggione and Villa­

Lobos' Bachianas Brasileiras #5 

for viola and guitar. Not so 
familiar were Miyagi Michio's 
Haru No Umi (Sea in Spring), a 
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transcription of a piece originally 
for koto , and Astor Piazzolla's 
Caft (1930) with enticing move­
ment subtitles as "Nightclub," 

"Bordello," and "History of the 
Tango." 

Donald Maurice combines h is 

considerable playing skills with 
very effective scholarship. In suc­

ceeding lecmres he introduced to 
a much-traveled, 19th cenmry 
(and pre-Terris) British violist 
named Michael Balling, who 

studied music in Leipzig and at 
various rimes in his career had 

residence in New Zealand, Brazil 
and Korea. Maurice's second lec­

ture, "Swansong-The 
Remarkable Story of Bartok's 
Viola Concerto," was a book 
preview dealing with his on-

going research into the concerto. 

Reserve your copy now-I pre­
dict it soon will become one of 
the staples of the violist's library. B 
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A 
BASICS OF M ELODI 

By Katrina Wreede 

Improvisation at its most basic is sim­

ple conversation. Like in any conversa­

tion, improvisers respond to events, 

people, emotions, and/or they use sty­

listically appropriate language, deter­

mined by context, which they learn 

through study; listening, and imitation. 

While any music relies on human con­

nections like those between players, 

audience, and composer, improvisation 

draws on skills that violists excel in: lis­

tening, supporting, answering, and 

expressing oplllions. 

These skills, used in improvisation, 

along with a little patience, curiosi­

ty and joyfulness, will open an 

entire new dimension of music to 

be created and shared. For purpos­

es of this article, I have divided 

some general improvisation tech­

niques into four categories. 

Improvisations Over a Drone-in 
groups and alone 

Much of the world's music as well as 

the beginnings of western European 

classical music rely on drones. 

Drones maintain a tonal and emo­

tional center, create movement and 

story-telling through the consonance 

and dissonance of each changing 

interval, and in the simplest possible 

way, allow the musician to experi­

ment with stillness, drama, pure 

pitch, even spiritual reflection. 

When improvising alone, a violist 

can use long, slow bow strokes on a 

double stop of open string with a few 

notes on an adjacent string. I usually 

start with something like open D 

and G, A, Bb, C. Change pitches 

slowly. Enjoy the quality of comple­

tion in a perfect fourth, the passion 

in a major second. After a few min­

utes, additional notes, perhaps some 

shifting exercise or a part of a scale, 

will demand to add themselves. After 

ten minutes, whole, logical phrases 

may appear. Tone and pitch sensitivi­

ty improve without effort. 

In a group, especially with students, 

everyone can drone quietly on the 

same pitch, while each player takes a 

turn playing a few notes, a short 

phrase, or an entire musical event. 

Wait for a while between improvisa­

tions to settle the air and allow each 

person to claim their own voice, not 

just answer the previous player. A 

person leading the group can set 

boundaries like: create a contour like 

a wave, use only notes in E major, 

start loud and get soft, etc. The 

important thing is to listen to each 

other and appreciate the privilege of 

making sounds that have meaning. 

Modal Improvisations - with 
and without a drone 

A great deal of folk, fiddle, ethnic, 

and jazz repertoire uses the church 

modes -Mixolydian, Lydian, 

Phrygian, etc. (See side bar)-with 

few or no altered notes. Miles Davis 

would not have been Miles Davis 

without the Dorian mode. With a 

practice partner, try trading a drone 

on the root of a chosen mode 
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A Quick Review of 
Church Modes 

The church modes are series of pitches similar to scales. Used 
roughly from 800-1500, they furmed the basis for nearly all 
western music. Benward, Bruce, Music in Theory and 
Pracrice, Vol. I, (Dubuque, IA: Wm. C. Brown, 1981) p. 44. 

Note in the examples below that in authentic modes, pitches are 
arranged within the octave of the final (later called tonic), refir­
ring to the final note on which a melody might end. Plagal 
modes ftature pitches arranged both above and below the final 

Authentic modes Plagal modes 
I. Dorian II. Hypodorian 

Ill. Phrygian N Hypophrygian 
V Lydian VI Hypolydian 

VII. Mixolydian VIII Hypomixolydian 
IX. Aeolian X. Hypoaeolian 
XI. Ionian XII Hypoionian 

I. Dorian ... ... -&-

liB • • • a • 
II. Hypodorian • • liB a • • • • • 

3 ......... .a.. III. Phrygian • 
liB 6> • • 

IV~ Hypophrygian 

• • ... 
liB • 6> • • • 

V. Lydian 

liB • • a 

• • • • 6> 
VI Hypolydian 

liB • • • • ..... • 6> 

Vll. Mixolydian 
6> 

liB • • • • • a • 
VIII Hypomixolyclian 

liB • • • 
a • • • .. 

IX. Aeolian a 

liB • • • • 
6> • • 

X. Hypoaeolian 

liB • • • • • 6> • • 
XL Ionian • ... .a.. 

liB • • 
6> • • 

XII Hypoionian • liB • • • • 6> • • 



while the other violist experi­

ments with scale patterns and 
melodies. If in doubt about 
where to put the half steps, check 
any music theory book. Set a 
time limit of 4-8 bars for the 

trades. Try creating and writing 
out a new mode. Experiment 
with its emotional potential. One 
of my favorites is sometimes 
called "Iydian dominant"- G, A, 
B, C#, D, E F natural. 

When practicing alone, learn to 
improvise in different modes by: 

• playing a familiar tune in a dif­
ferent mode (read the same 

note heads but with a different 
key signature) 

• create a pattern (for instance: 3 
notes up, 2 notes down) and 

play it over several octaves in 
different modes 

• learning a simple folk tune in 
an unfamiliar mode ("What Do 
You Do With a Drunken 
Sailor", for instance), then 

ornamenting it to the point of 
creating a new melody 

• alternating between one bar of a 
written modal melody and the 
next bar improvised 

Improvisations Based on 
Harmonic Movement - creating 
new melodies over existing har­
monic structures (blues, swing, 
jazz, folk, etc.) 

Many string players start impro­
vising over changes (harmonic 
progressions repeating with each 

chorus of a song) by playing 
along with a favorite recording, 
then branching out by adding 
occasional extra notes and flour­
ishes. As the player gains famil­
iarity and flexibility, she/he can 

go farther afield, eventually creat­

ing an entire new melody. That is 
what most people think of when 
they say "jazz". In a typical jazz 
combo, someone would play the 
melody, then each player would 
improvise a solo (new melody) 
over one or two choruses of the 
song, then someone would play 
the original melody again to fin­
ish. 

When learning straight-ahead 
styles like blues, early swing, folk 
songs, etc., playing along with a 
recording is an efficient, non­
threatening way to acquire new 
dialects (bow strokes, articula­
tions, swing feel, etc.) For jazz, I 

have found Lester Young and 
Sonny Rollins recordings to be 
two patient and inspiring teachers 
for violists. 

There are many excellent books 

available with clear, simple 
instructions for improvising over 
changes, including David Baker's 
A Jazz Improvisation Method for 
Stringed Instruments, val. 1 and 

Julie Lyonn Lieberman's 

Improvising Violin. The Jamey 
Aebersold Play-along series of 
CDs is great for practicing with a 
rhythm section that never gets 
tired and never needs to be fed. 

Having spent too much time try­
ing to study my way into being a 
jazz musician, I highly recom­
mend doing a great deal of listen-

ing and playing, then adding sup­
plemental theory work. Make 
sure all the needed scales and pat­
terns are available to the fingers, 
but learn about improvising over 
changes by playing along. Take 

every possible opportunity to 

play with live people in any set­
ting. Improvising violists are still 
a rare breed. Every stepping-out 
will be an important contribution 
to the viola's place in contempo­
rary music-making. We have a 
job to do! 

Free Improvisation - anything 
goes, as long as you listen and 
share 

Free improvisation is very fun 
and therapeutic, as long as you 
find willing and generous part­
ners. It is created entirely through 
interactions between the players, 

very much like standing in a con­
versation circle at a party, with 
people taking turns suggesting 
topics, sharing differing views, 
discussing ways of solving prob­
lems, sometimes wandering away 

or just repeating what was already 

said. Free playing in a group 
offers a wonderful introduction 
to improvising. Because the only 
rules are created by and for the 
players themselves, there can be 
profound musical moments 

unlimited by technique or the 
fear of failure and rejection that 
keeps so many people from 
improvisational experiences. A 
typical event might generate from 
a visual image, a small musical 

gesture, a noise outside, a story. I 
once was in a performing ensem­
ble that created hour-long 
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improvisations based on the writ­
ings of Dylan Thomas and Franz 

Kafka. 

Free improvisation can be life­
affirming, art-producing, connec­
tion-building and give the violist 
a chance ro appreciate and utilize 
her/his musical strengths. If 

vibratO is difficult, just don't do 

it. When boxed in, go back to a. 
drone and work from the center 
toward another direction. 

Improvisation - a lifestyle 

choice 

As rwenry-first century violists, 
we should all be adding improvi­
sation skills to the standard viola 
repertoire, to keep the viola a 

growing presence in any musical 
genre. Along with Baroque bow 
strokes, Mendelssohn spiccato, 

and Hindemith quadruple stops, 

violists in the future will need to 

read a lead sheet on a church gig, 
accompany a singer by ear at a 
wedding, demonstrate the viola 
with an improvised "what an 

antelope sounds like" to a group 

of third graders and inspire the 
next generation of violists to put 
themselves in any and every 
musical place that calls them. 

It is my hope that our string edu­

cation system is indeed serious 

about adding improvisation skills 
to the standard curriculum. We 
will have better violists, more 

interesting compositions, more 

sensitive ensemble skills, more 
free-thinking citizens and general­

ly have even more fun being cre­

ative, contributing people. 

Katrina Wreede, violist, composer, 

educator, is the author of 

"Violaerobics, a Technical 

Workout" and was credited by jazz 

historian, Leonard Feather with 

making the " outstanding contribu­

tion to jazz on the [viola]. "She is 

currently in her sixth year teaching 

composition to high school musi­

cians for the American Composers 

Forum. 8 
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234 Music Building I 
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Players Wanted 

I ntroducing the Evia- a fresh rethinking of 
the traditional viola. The unique design 

incorporates many innovations, allowing 
enhanced tonal response, unprecedented ease 
of maintenance, and increased player comfort. 
After six years of research and development, 
the Evia is now ready for concert use. 

• Ultra-light construction reduces player 
fatigue while ensuring fast response and 
excellent projection. 

• Sloping shoulders offer easy access to high 
positions. 

• Modified upper and lower block 
configuration increases the effective vibrating 
area of the top and back. 

• Adjustable neck permits quick changes to 
fingerboard height. 

• Soundpost and bridge-foot veneers prevent 
dents and cracks. 

• Cross-laminated bridge will not warp. 
• Available in a variety of configurations, 

including wood and wood/graphite 
construction, from $16,000. 

Joseph Curtin's instruments are in the hands of 
some of the most distinguished artists of our 
time. If you would like to try an Evia or receive 
further information, please contact: 

JosEPH CuRTIN STUDios 
3493 West Delhi Road 
Ann Arbor MI 48103 

Tel: (734) 665-1303 
Fax: (734) 665-1305 

violins @josephcurtinstudios.com • www.josephcurtinstudios.com 
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By Eric J. Chapman 

Tom Croen's journey to Hor's 

Concour and a viola voice of his 

own took him only ten years, but in 
those ten years he moved from one 
coast to the next, from one career 

path to another, and into the exalt­

ed ranks of mulriple medal winners 

of the Violin Society of America. 

Originally planning a career in 

music, he was enrolled at Allegheny 

College when he abruptly changed 

direction and decided violinmaking 

was more compelling than violin 

playing. In 1977, he entered the 
Violinmaking School of America in 

Salt Lake City, where, under the 

tutelage of Peter Prier, he learned 

the nuts and bolts of his craft. Even 

before graduating, he was eager to 

enter the fray and so took a posi­

tion with the well-known violin­

maker Roland Feller in San 
Francisco. Croen opened his own 

shop in Oakland in 1983. 

His early work was heavily influ­

enced by the tenets of Isaak 
Vigdorchik, the Russian violinmak­

er and acoustician, whose plate-tun­

ing system he adopted. This system 

involved patterns of "tap-tones" on 

the wood that should sound specific 

pitches for specific parts of the top 

or back. Croen also cites John 
Dilworth and Roger Hargrave, rwo 

of the very finest English makers 
and scholars, as the ones who have 

imparted to him an understanding 

and appreciation for the work of 

the great makers of the past, a criti­
cal ingredient in his success. 

In the course of his work, Croen 

developed certain standards for 

violas which he has transmogrified 

into a mantra: avoid small violas 

which resemble big violins, and 

large violas that seem like small 
cellos. Tom Croen feels that the 

unique alto voice that is the viola 

is best served with instruments of 

16 1116". This size instrument has, 

in his view, the perfect air volume 

to ring in the concert hall, and not 
sound either too soprano or too 

rub by. With nearly half of the 150 
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instruments he has made being 

violas, he has had ample opportu­

nity to refine his theory and be 

confident in his generalizations. 

It is also important to Tom Croen 
that his instruments be comfort­

able and "user-friendly". His own 

model is loosely based on the work 

of Guarneri del Gesu, but is some­
what on the smaller side, 16 

1/16th, with a relatively short 

suing length, not terribly high 

ribs, an easily negotiable slope on 

the shoulder, and a lightening-fast 

response that makes playing easy. 

Many players have found the 
above formula to be a winning 

combination. His instruments are 



as beautiful as they are a joy to 

play. He favors slab-cut big leaf 

maple backs, and Alaskan Spruce 

tops. He covers all with deep, 

warm, translucent varnish. 

Tom Croen's path is srrewn with 

medals. At the Violin Society of 

America's International Competition 

in Ottawa, Canada, in 1984, he 

received gold medals for both his 

violin and viola, the latter having 

been owned by Ann Frederking of 

the Canadian Viola society for the 

past 20 years. Two years later, a cello 

that he submitted was awarded a 

gold medal in the VSA Competition 

in Portland, Oregon. With this 

award, he became one of the few 

Hor's Concour (beyond the compe­

titions and no longer eligible to 

compete), having won gold for vio­

lin, viola and cello. 

It was a long-standing tradition at 

a chamber music workshop in 

New England to have an annual 

"viola shoot-out", at which all the 

violas present would be lined up, 

"Dating Game" style, to be judged 

by the assembled music aficiona­

dos. All the violas were to be 

played by a professional, and the 

audience would not know who 

had made them. At the annual 

shoot-out eleven years ago, 

Margaret Miller, the violist of the 

Da Vinci String Quartet, had been 

drafted to play the instruments. 

Fifteen anonymous 'bachelors' sat 

on a table on the stage, and one by 

one, the audience voted to elimi­

nate them from the running. 

When the dust cleared, two instru­

ments were left standing: one by 

Thomas Croen, and a beautiful 

Mantegazza, made circa 1770. 

When the final vote was taken, the 

audience was astonished to learn 

that they had voted a brand-new 

viola as king of the hill. 

Stradivarius has his Messiah, Del 

Gesu The Cannon, and from that 

moment forth, Croen has Killer. 

Three years later, when Killer came 

on the market, Margaret Miller 

jumped at the opportunity to own 

the instrument. She recently 

described her feelings about her 

viola. "The 1990 Croen viola that 

I have is a true gem. It has a warm, 

rich sound, and responds beauti­

fully. In the eight years that I have 

played it as violist of the Da Vinci 

Quartet, it has displayed a wide 

range of sound color and blended 

exceptionally well with the other 

instruments in the quartet. It has a 

beautiful varnish, and a stunning 

one-piece back. I consider myself 

very fortunate to have this viola." 

Tom Croen now works primarily 

on a commission basis. Although 

commissions are never easy for 

either maker or player, as there are 

many factors to be considered. 

Croen's practice of making only 

one basic model allows players to 

concentrate on other important 

features. The projected use for the 

instrument (orchestral playing, 

chamber music, solo work etc.), 

ideal sound, and long term goals 

can be taken into account and 

addressed by the maker. He cur­

rently has a one year waiting list 

for his instruments, which are 

priced at $17,000. 

From his home in New York, 

through Salt Lake City to the San 

Francisco Bay, Tom Croen's journey 

continues to yield great violas for 

the players of the world to enjoy. B 
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COMPETITION'S 

by Dwight Pounds 

The Artist, the Fund, and the 

Competition 

The great William Primrose 

enjoyed numerous recognitions in 
his lifetime and still more were 

bestowed upon him following his 

passing in 1982. Late in his career 

he was knighted as a Commander 
of the British Empire by Queen 

Elizabeth II and in 1975 he was 
awarded an Honorary Doctorate 

by Eastern Michigan University in 

Ypsilanti at ceremonies during 

Congress III. Concurrently he was 
given an award unique in the 
American Viola Society, the AVS 

Scroll of Distinguished Service. In 

further actions by AVS leadership, 

Primrose was also named 

Honorary President of the Society 
and Honorary Chairman of the 

Executive Board. International 

Viola Congress XI, convening in 

Houston, Texas, in 1983, was ded­

icated to his life and artistry, the 

first such dedication in AVS or 
NS history. He was made an hon­
orary member of the International 

Viola Society posthumously. An 

annual memorial concert/master 

class was established at Brigham 
Young University in his memory­
and this is by no means a defini­

tive list. The William Primrose 

Memorial Scholarship Fund was 

activated following his death and 

contributions began to be solicited. 

The AVS Executive Board deter­

mined that the fund would have to 

reach $10,000 before interest from 
earnings could be dedicated to 

awards. When Congress XIII con­

vened in Boston at the New 

England Conservatory of Music in 
1985, the fund had matured to 

$8500. In the November 1986 
issue of theJAVS, Past President 
Maurice Riley announced that the 
fund had a base in excess of 

$10,000 and President David 

Dalton in the same issue 

announced that the William 
Primrose Scholarship Fund 
Competition would be held in 

conjunction with the 1987 Ann 

Arbor congress. In 1989 the 

Board created the Primrose 
Memorial Fund and the Primrose 
Memorial Scholarship 

Competition, giving each function 

its own designation.! 

The First 10 Years 

The first Primrose Memorial 
Scholarship Competition was held, 

as scheduled, in June 1987, in con­

junction with Congress )01 in Ann 

Arbor, Michigan, and was won by 
Lynne Richburg, a student of 
Donald Mcinnes. The winner 
received $800 and performed Alan 

Shulman's Theme and Variations 
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for Viola, Strings and Harp with 

the National Arts Chamber 

Orchestra. Carla-Maria Rodriguez 

placed second and Paris 
Anastasiadis third. They were given 
$300 and $200 respectively and 

performed in congress master class­

es. Jurists included Robert Oppelt, 

chair, David Dalton, Rosemary 

Clyde, Nathan Gordon, Louis 

Kievman, Dwight Pounds and 
Ann Woodward. 

Lynne Richberg and 
Carla-Maria Rodriquez 

In 1989 and with Congress XVII 
convening on the campus of 
Redlands University in California, 

the second PMSC was won by 
Daniel Foster, a student of Jeffrey 

Irvine. Ming Pak took second 

place and Kai Tang Third. Foster 

played the world premier of 
Wayne Bohrnstedr's Concerto for 
Viola and Orchestra with the 

Redlands Symphony. Jurists 
included Louis Kievman, chair, 



David Dalton, Alan de Veritch, 

Roberto Diaz, Rosemary Glyde, 

Donald Mcinnes, Dwight Pounds, 

Sven Reher, and Karen Tuttle. 

Todor Pelev was the competition 

coordinator. 

Dan Foster, second PMSC winner, receiv­
ing congratulations from Donald Mcinnes 
following the competition at Redlands. 

At Ithaca College of Music, Ithaca, 

New York, in 1991 , and held in 

conjunction with Congress XJX, 

the third PMSC was won by 

Kirsten Docter, a student of Jeffrey 

Irvine, with Kin-Fung Leung plac­

ing second. These were the only 

awards given. The winner per­

formed again a world premier, 

Richard Lane's Aria and Allegro 

with the USAF Symphony. Jurists 

were Emanuel Vardi, chair, Harold 

Coletta, David Dalton, Rosemary 

Glyde, Pamela Goldsmith, and 

John White. 

The fourth PMSC was held during 

Congress XXI in Evanston, 

Illinois, in 1993, and won by 

Nokuthula Ngwenyama, a student 

of Alan de Veritch. Ngwenyama 

performed a solo recital and was 

scheduled for an appearance in 

Congress XXII in 1995 in 

Bloomington, Indiana. Second 

place was taken by Kathryn 

Lockwood. Judges included 

William Preucil, chair, David 

Dalton, Mary Arlin, Paul Coletti, 

William Magers, and Thomas 

Tattoo. Lisa Hirschmugl was the 

competition coordinator. 

Nokuthula Ngwenyama, winner 
of the fourth Primrose Memorial 
SchoLarship Competition. 

First place in the fifth PMSC, held 

with Congress XXIII in 

Bloomington, Indiana, in 1995, 

was taken by Catherine Basrak, 

student of Roland Vamos. The sec­

ond prize went to Joan 

DerHovsepian and third to Scott 

Lee. Continuing with the prece­

dent set in Evanston, Basrak gave a 

solo recital and was promised a 

featured appearance in Congress 

XXV, the Silver Jubilee, to be host­

ed by the University ofTexas in 

Austin. The previous winner, 

Nokothula Ngwenyama, played a 

solo recital and performed the 

Shulman T heme and Variations 

with the USAF Symphony. Jurists 

included Donna Lively Clark, 

James Durham, Csaba Erdelyi, 

Abram Skernick, Thomas Tattoo, 

and Marcus Thompson. Laura 

Kuennen-Poper was the competi­

tion coordinator. 

In 1995 the first prize cash award 

had grown to $1500 with $1 ,000 

going to the second place contest­

ant, if awarded. The prize also car­

ried the obligation for a solo per­

formance at the next congress; the 

runner-up was guaranteed a master 

class performance in conjunction 

with the current congress. 

The winners and finalists in the 

Primrose Memorial Scholarship 

Competitions, representing many 

American, Asian and European 

nationalities, languages and proud 

musical traditions, have gone on to 

distinguished careers in perform­

ance and teaching-giving cre­

dence to Primrose's observation 

that the idea of the "solo violist" as 

a professional was a myth-and 

have made the competition a truly 

international celebration of the 

viola. By way of update, the 

American Viola Society 2003 

Directory and various websites 

have yielded the following infor­

mation on the PMSC winners and 

finalists through its first ten years, 

though some listings may not be 

current. Among the winners, 

Lynne Richburg is principal violist 

with the San Francisco Chamber 

Orchestra, a member of the New 

Century Chamber Orchestra, and 

an active studio musician in Los 

Angeles, having performed on over 

1 00 motion pictures including A 

Beautiful M ind and Seabisquit. 

She revisited Alan Shulman's 

Theme and Variations in a 

February performance with the 

NCCO and was joined by the 

composer's son, Jay Shulman, in 

this tribute to his father and his 

music. Dan Foster is affiliated with 

the University of Maryland, is 
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principal violist in the National 

Symphony Orchestra, and is a 

JAYS contributor.2 Kirsten Docter 

is on the viola and chamber music 

faculties at the Cleveland Institute 

of Music, violist with the Cavani 

String Quartet, and has appeared 
as soloist and ensemble member in 
Europe and North and Central 

America. Nokuthula Ngwenyama 

has performed as soloist with sev­

eral major symphonies and in 

recitals at the Kennedy Center, the 
Louvre and the White House. 

Ngwenyama was the recipient of 

the 1996-1997 Fulbright Grant to 

study at the Conservatoire de 

Musique in Paris and also received 

the 1997 Avery Fisher Career 

Grant. She graduated from the 
Curtis Institute of Music in 

Philadelphia and resides in Boston. 

Cathy Basrak is assistant principal 

violist of the Boston Symphony 

Orchestra, principal violist of the 
Boston Pops, is affiliated with 

Boston Conservatory and active 

with faculty ensembles there. 

Predictably, many PMSC finalists 

also have established high profile 

careers. Carla-Maria Rodriguez 
records and performs with the San 

Francisco Silverwood Ensemble. 

Susan DuBois, former prizewinner 

and recitalist at the Lionel Terris 

International Viola Competition 
and winner of Artists 

International's 23rd Annual 

Auditions, is viola professor at the 

University of North Texas. Lemhi 

Veskimets is a member of the 

Cleveland Orchestra, teaches at the 

Cleveland Music School 
Settlement and the Encore School 
for Strings, and currently serves as 

President of the Ohio Viola 

Society.3 Carol Rodland is on the 
faculty at the New England 

Conservatory and serves on the AVS 

Executive Board. Rodland, recently 

elected to the AVS Executive Board, 

has come full circle as a PMSC 

finalist and now serves on the com­
petition committee. 

Joan DerHovsepian played many 

seasons with the Everest Quartet 

which for at least two years was in 

residence in the Midland-Odessa 
(Texas) region and may have a 
position now in Houston. Scott 

Lee, 1996 Concert Artists Guild 

Competition winner and Lionel 

Terris Competition finalist, is a 

faculty member at the University 

of Missouri-Kansas City 

Conservatory and at the Idyllwild 
Chamber Music Festival and 

Workshop in California and is par­

ticularly active in chamber music. 

Kathryn Lockwood performs and 

records with the Lark Quartet, the 
Orpheus Chamber Orchestra, Trio 

Solisti, Muir Quartet, 

Concertante, and Triple Helix. She 

serves on the faculties at University 

of Massachusetts, Amherst, 

Concordia Conservatory and the 
Boston University Tanglewood 
Institute. Gilad Karni won the 

Lionel Terris International Viola 

Competition 1994, is a former 

member of the New York 
Philharmonic Orchestra, and has 

performed internationally as a 

soloist. Karni is currently the 

newly appointed principal violist 

of the Deutsche Oper in Berlin. 

Other PMSC finalists who com­

peted at a congress include 
Heather Bentley, Amalia 
Daskalakis (who performs electric 

viola with a modern ensemble 

called Mad Juana), Ming Pak, Kai 
Tang, Man-Qin Zhang, Mike 

Kelly, Matthew Phillips (who may 

be playing in the Buffalo 

Philharmonic), and Ken 

Mathewson. The international 

character and appeal of the PMSC 
truly has become one of its most 
enduring hallmarks and continues 

to mark the legacy of this still rela­

tively young event. B 

Notes: 

1. The Primrose Memorial 

Scholarship Competition should 

not to be confused with the sin­

gle 1979 Primrose International 

Viola Competition which took 
place in Provo, Utah, before the 

opening of Congress VII. 
Geraldine Walter won first 

place, Jun Takahira took second, 

and Patricia McCarty third. 

Judges were William Primrose, 

Ralph Aldrich, and Joseph de 
Pasquale. 

2. Dan Foster's article, 

"Preparation and Performance 

of Richard Strauss's Don 
Quixote and Ein Heldenleben" 

is published in JAYS Vol. 18 
No.1, 2002. 

3. Lemhi Veskimets' interview with 

Bloomington PMSC winner, 

Cathy Basrak appears on page 

49 of this issue of JAYS. 
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THE AMERICAN VIOLA SOCIETY 

A HISTORY AND REFERENCE 
SECOND EDITION 

by 
Dwight R. Pounds 

$24.00 Spiral Bound 
$28.00 Hard Cover 

(recommended for Library Use) 

Dwight R. Pounds 
1713 Karen Street 

Bowling Green, KY 42104 
dwight. pounds@wku.edu 

502-843-4820 

AND S CHOOL 

... maker of 
fine violins, violas & cellos 

in the Italian tradition 

by appointment 

(732) 469-4544 

Warren, New jersey 

www. maestronet. com/conrad 

Bowling Green State University 
COLLEGE OF MUSICAL ARTS 

BGSU 
BGSU is an AAIEEO Institution 

Bowling Green Strings 
String Faculty 
> Vasile Beluska, violin 
> Penny Thompson Kruse, vio lin 
> Csaba ErdiHyi, viola 
> Alan Smith, cello 
> Anthony Stoops, double bass 
> Julie Buzzelli , harp 
> Matthew Ardizzone, guitar 
> Chris Buzzelli, guitar 
> Emily Freeman Brown, conductor 

of the Bowling Green Philharmonia 
> Elaine Colprit, string education 

Admission and Scholarship Information 
www. bgsu. edu/ colleges/music/ 

College of Musical Arts 
Bowling Green State University 
Bowling Green, Ohio 43402-0290 
Ph: (419) 372-2181/Fx: (419) 372-2938 
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SEARCH I 
The Harold B. Lee Library at 

Brigham Young University is home 

to the Primrose International Viola 

Archive. Their library catalog sys­

tem can be accessed via the 

Internet by violists throughout the 

world. The following instructions 

explain how to search for viola 

materials in the catalog and 

describe procedures for requesting 

specific tides through the interli­

brary loan process. 

PN A is the official archive of the 

International and the American 
Viola societies. We wish to be user­

friendly and to aid you in your 

needs regarding the viola reper­

toire. The holdings of PN A now 

consist of approximately 5,000 

scores that feature the viola. Some 
of the older editions and manu­

script scores can be photocopied 

for a modest fee. Although many 

scores are protected by copyright 

and may not be photocopied, 

PIVA is able to loan these materials 
through inter-library loan. 

Using the Catalog 

The catalog will display all of the 

published scores and sound record­

ings in the viola collection. Most of 

the published scores are available to 

borrow through interlibrary loan. 

Commercial sound recordings are 

not loaned at present. Manuscript 

scores, rare editions, and materials in 

fragile condition are also not avail­

able for loan, but in most cases may 

be photocopied for a modest fee. 

The Internet URL for the BYU 

library homepage is 

www.lib.byu.edu/ newhome.html. 

Anyone with access to the Internet 

should be able to use the catalog. 

Some users who receive their 

Internet access from America 

Online have reported problems 

making the connection. To use the 

online catalog it is necessary to 

have either Internet Explorer ver­

sion 4.x or Netscape version 3.x 

(or a higher version of either) run­

ning on your computer. The cata­

log may not function properly 
with earlier versions. 

Once you have made the connec­

tion to the BYU Library home 

page, select the option LIBRARY 

CATALOGS-BYU LIBRARY. 

The catalog can be searched in 

four different modes. BASIC 

SEARCH and ADVANCED 

SEARCH are the two most useful 

search modes for PNA. 

BASIC SEARCH 

To use BASIC SEARCH (the 

default mode) follow these steps: 

1. Leave LIBRARY pop-up menu 

set at ALL. 
2. Leave the SELECT SEARCH 

TYPE option set to KEY­

WORD. 

3. Enter keywords from the com­

poser's name and tide of the 

work. For example, "bloch AND 

suite" (upper and lower case are 

not important). Common 

boolean operators including 
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AND, OR, and NOT can be 

used to combine keywords. 
4. Then click on the SEARCH 

EVERYTHING button. If your 

choice of keywords is limited to 

the composer's name or tide only, 

then click on the corresponding 

AUTHOR or TITLE button. 

SUBJECT SEARCH 
Subject searching can be more com­

plicated. Subject information in the 

catalog is based on the Library of 

Congress Subject Headings and the 
Zeyringer classification scheme for 

viola music. If you are familiar with 

either of these systems enter key­

words (e.g., "viola AND duets") and 

then click on the SUBJECT button. 

If you are not certain of terminology 
used in the subject headings, then 

enter common descriptive terms for 

musical genres and click on 

SEARCH EVERYTHING. The 

truncation symbol of the dollar sign 

(e.g., "sonat$") retrieves sonata, 

sonaten, sonates, etc. 

The results of the search are first 

displayed in a list showing only call 

number and tide page information. 

To view the full citation for the 

item, click on the VIEW button 

on the left side. In the full cita­

tion display tides, author names, 

and subject terms are highlighted 

and underlined in blue. Clicking 

on any of these highlighted phras­

es will initiate a new search on the 

corresponding author, tide, or 

subject. 



To print the results of a search you 

must first tag citations by clicking in 

the checkbox positioned at the upper 
lefi:. Click on the PRINT CAPTURE 

button and follow the prompts to 

modifY the display and sorting of the 

records. Note the option to send the 

results of your search to an e-mail 

address or to save to a disk 

Just for fun, try entering the key­

word search "primrose AND viola 

AND archive" and click SEARCH 

EVERYTHING. 

ADVANCED SEARCH 
TheADVANCEDSEARCH 

mode allows greater flexibility in 

combining keywords and permits 

limiting a search to a specific 

media format. Here are some tips 

for advanced searching: 

1. Pop-up menus in the left-hand 

column let you specify the cate­

gory for the keywords you enter. 

2. Pop-up menus in the right­

hand column let you select a 

boolean operator. 

3. In the SEARCH LIMITS area of 

the display leave the LIBRARY 

pop-up menu set to ALL. 

4. Use the ITEM TYPE pop-up 

menu to limit the search to a 

specific type of media such as a 

CD or SCORE, etc. 

Experiment with the different 

options and pop-up menus to 

modify your search. The interface 

is generally simple and intuitive. 

Requesting Materials through 

Interlibrary Loan 

sharrnusic.corn 

The BYU library is 

able to loan most 

of its published 

scores and books 

through interlibrary 

loan. Almost any 

type of library will 

qualify: academic, 

public, or orches­

tra. The library 

does loan materials 
to foreign libraries 

in all parts of the 

world. 

Unfortunately, we 

do not send materi­

als to private 
libraries. 

Exclusively at Shar 
Finally Available Again/ 
Walk on the North Side 
WILLIAM 
PRIMROSE 
Memoirs of a Violist 

H70p $24.99 
An essential book for any string player! 
Complete with Primrose's own photos, 
insights, anecdotes and reflections on 
his career and life as one of the world's 
foremost musicians. (237pp, ppbk) 

Also Available: 
Instruments for students of all levels 

Sheet Music • Accessories • Cases • Bows 

Call us todm! Sh<ti P10du< Is Co. 

800-241-1-SHAR (7427) '' ' 1' '" "I ' " ' 
\11111' J!){Jc! 

The interlibrary 

loan process is not 

complicated. 

Simply bring the 

information you 

received from 

searching the online catalog to 

your local library and ask them to 

send the request to the following 
contact and address: 

Interlibrary Loan 

Attn.: Andy Spackman 

Harold B. Lee Library 

Brigham Young University 
Provo, UT 84602 

TEL: (801) 378~4155 

FAX: (801) 378-6347 

OCLC Symbol: UBY 

e-mail: andy _spackman@byu.edu 

If the request is sent by regular 

mail, please ask your library to 

make the request on their official 

library letterhead. The response 

time for these requests varies and 

depends mostly on how quickly 

your library can process the 

request. The BYU interlibrary loan 

office (ILL) is usually very efficient 

and prompt. There is no charge for 

loans from our library. In some 

cases the item you request cannot 

be loaned but may be photo­

copied. In these cases the ILL 

office will notifY you in advance of 

the cost. 

Requests for copies of manuscript 

scores and assistance with archival 

materials can be sent directly to 

the curator of the Archive at the 

address below: 

DavidA. Day 

Curator, Primrose International 

Viola Archive 

Brigham Young University 

Harold B. Lee Library 

Provo, UT 84602 

TEL: (801) 378-6119 

FAX: (801) 378-6708 

e-mail: David_Day@byu.edu 
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VIOLIN MAKERS 

- Restorers and Dealers -

One Of New York City's Foremost 
Violin Shops Is Now Serving 
New York and New England 

• Sale and Repair of Fine 
Violins, Violas and Cellos 

• Sound Adjustments 

• Student Instruments and Rentals 
• Bows Rehaired 

• Cases 

New Instruments 
" ... among the most highly acclaimed oftoday's stringed 
instrument makers." The Strad, Nov 96 

" ... Their instruments have been selected by orchestral 
players, chamber musicians and soloists all over the world" 
The Strad, Nov 96 

Business Hours 
Monday- Friday 9-5:30; by Appointment 

134 Brookdale Road • Stamford, CT 06903 
Tel: (203) 461-9560 

Web Site: www.moesandmoes.com 

Free off street parking A 0 f l rA i VF\.£ 
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What It Takes to Win 
an Orchestra Audition 
By Lembi Veskimets 

We all see the ads in the 

International Musician advertising 

viola positions in major orchesrras, 

but have you ever wondered just 

what the person who ended up fill­

ing that position did to get the 

job? Well, read on for the srory of 

how Cathy Basrak, a young Curtis 
student, won the position of 

Assistant Principal Viola of the 

Boston Symphony Orchesua. 

The reason Cathy Basrak's name 

might ring a bell is because she has 
been quite successful, to say the 

least, on the viola competition cir­

cuit. She was the first violist to win 

the First Prize in the 1995 Irving 

FRESH FACES 
CA,:HY BASRAK 

M. Klein International 

String Competition. 

Other accomplishments 

include the Grand Prize 

in the 1994 General 

Motors/Seventeen 

Magazine National 

Concerto Competition 

and the 1996 American 
String Teacher's 

Association Competition, 

First Prize in both the 

1995 William Primrose 
Memorial Competition 

and 1995 Julius Srulberg 
Auditions, and Second 

Prize in the 46th 

International Music 

Competition of the 

ARD in Munich in 

1997. For many violists, begin­

ning with the great William 

Primrose and including Basrak's 

current stand partner and member 

of the Muir Quarter, BSO's prin­

cipal violist, Steven Ansell, navi­

gating rhe worlds of solo and 

chamber music opportunities and 

playing in a symphony orchestra is 

a natural passage. 

Basrak comments about the deci­

sion to rake an orchestra audition 

versus pursuing a solo or chamber 

music career exclusively, saying, "I 

don't think I even made a concrete 

decision to pursue an orchestral 
career, [but] it did occur to me 

that after I graduated from Curtis I 

should probably have an idea of 

what I would do next". 
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Even with her competition success, 

Basrak was aware of the difficulties 

of attempting to pursue a solo career 

as a violist, since well-known per­

formers such as Kim Kashkashian 

and Tabea Zimmermann are also 

anchored by reaching positions. "I 

understood the apparent lack of 
interest on the part of presenters ro 

program violists in solo engage­

ments (even here in Boston I 

haven't seen a viola soloist come 

through to play with the orchestra 
in the last three years) ." 

On the other hand, Basrak had 

been in a suing quarter for a few 

years in college that explored the 

career options, including competi­

tions and management, open to 

young ensembles. However, the 

reality of juggling rehearsals, per­

formances, reaching appointments 

and the traveling lifestyle gave her 

pause abour choosing that path. 

Considering d1e benefits of an 
orchestral job, Basrak says: "We get 

the privilege of yearly tours (usual­

ly), we play in great halls, we are 

fmancially secure, and our schedules 

provide us the opportunity to 

explore other interests, as well as 

consider the option of a family." 

She also credits Roberto Diaz (who 

had solo, chamber and orchestral 

experience professionally) with 

helping guide her decision malcing. 
Initially, Basrak considered audi­

tioning for a section posicion in 

the Philadelphia Orchestra in 



which she had subbed (an audition 

which took place at the same time 
as the one in Boston) but Roberto 
convinced her that the Boston job 
might be a better career move for 
her. As Principal Violist of the 

Philadelphia Orchestra he had 

insight into the reality that many 
solo and chamber music opportu­
nities come the way of the titled 
orchestra violists. It is certainly 
clear that Basrak took the prepara­

tion for this audition seriously, 

spending a couple of months get­
ting ready. Her mindset was pur­
poseful: "I prepared as if winning 
the job was the only acceptable 
outcome and fortunately it turned 

out that way." Basrak elucidates: 

"I guess my approach wasn't any 
different than any other competi­
tion, audition, or project I had 
taken on in the past. [ ... ] I had to 

understand what I wanted my end 

result to be. I knew I'd be playing 

for only measures at a time and 
that I was going to be judged 
quickly on many of my technical 
abilities (rhythm, intonation, 

sound, atticulation, etc.). I started 

by focusing on those things, but 

never lost sight of the big picture." 

Not to be underestimated is her 
assertion that she "had complete 
confidence in [her] preparation". 

That confidence can make a huge 

difference in a candidate's impres­

sion on the audition panel, as well 
as on one's own performance. 

In seeking to know as much as 

she could about the repertoire she 

was learning, Basrak sought help 
from leading orchestra musicians. 
"I played for Joe de Pasquale at 
Curtis (mainly the big excerpts 

like Don Q- since he played 

principal in Boston, I knew he 
was familiar with the solos). I 
actually took a lesson with Steve 
Ansell (principal here in Boston 

now) with the hope of obtaining 

some insight on the "Boston" way 

of playing - but it turns out that 
wasn't an important factor. He 
was able to offer some practical 
suggestions, but molding one's 

playing to the ideas of a specific 

symphony didn't seem to matter. 

The most beneficial help I 
received came from Roberto Diaz 
(current principal in 
Philadelphia). I think I played 

every excerpt for him at least 

once, and he always reminded me 

about the music. He fixed a few 
technical problems, but focused 
on the musical impact of my per­
formance (if it made sense). He 

was an invaluable resource, and I 

was lucky to have had his help." 

Having had her resume and tape 
accepted by the BSO, Basrak 
played the preliminary round and 
was advanced to the semis, which 

required her to return to Boston 

one month later for the day on 
which she ended up being hired. 
She summarized her performance 
and feelings on that day in this 

way: "I thought for the most patt 

that I played well. I had a few bob­

bles, but I had to move past them 

quickly and stay focused on the 
next excerpt. The nerves were 
tough - like nothing I had ever 
experienced before, or could have 

imagined. To have to play three 

times in one day was a bit over­

whelming. After getting psyched 
up to play the semi round, and 
then being nervous about advanc-

ing, and having the same emotion­

al roller coaster three times - I have 

to say by the end of the day I was 
completely exhausted." 

Going into an audition, one is 

likely to have some expectations 

realized as well as encountering 

some surprises. This was true for 
Basrak as well. "The one specific 

thing I knew was that Seiji 
[Ozawa] liked to do some one-on­

one conducting after the screen 

came down. So, I was prepared for 
that to happen (and it did)." 

However, she was called back to 

play additional excerpts twice as 

she was leaving, after she thought 

she was finished. 

As Basrak managed to do, the les­
son here is to stay relaxed and not 

get flustered about any unexpected 

change or unanticipated situation. 

Obviously, being a terrific player is 
an excellent start to winning an 
orchestra audition. The desire to 
win a job creates an invaluable 

focus. Playing for leaders in the 

field is a great help. Most of all, we 

can see in Basrak's case that 
PREPARATION+ POISE= 
SUCCESS. B 

Lembi Veskimets is a member of the 
Cleveland Orchestra and President 
of the Ohio Viola Society. 
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NE 
By Kenneth Martinson 

Stringsong for Viola and Piano 

(2002) by Kim Markl (b. 1961) 
1. Memories ofYou 

2. Morning Light 

3. Beyond the Dunes 
4. The Lighthouse 
5. With You 
6. Silent Stars 

7. Waves 

8. Lullaby 

9. In the Dark 

Difficulty: Viola part Level 2, 
Piano part Level 3/4 
Duration: 25 minutes 

This collection of short pieces fills 
a void in the viola literature that 
has needed to be filled for a very 

long time. The collection forms a 

pleasant group of 9 original short 

pieces written intentionally at an 

intermediate playing level for ped­
agogical purposes. They are not 
"etude-like", but refreshing, almost 
"popular" style pieces. Both the 

viola and piano parts are easily 

playable. These works will prove to 

be attractive to a younger student, 
and at the same time, could be 
used as "quick put together" pieces 
for a spontaneous encore or special 

occasiOn. 

These works quickly reminded me 
of Bartok's Mikrokosmos for 
beginning pianists, in their sheer 
practicality. The tides of the 

movements were (I believe inten­

tionally) not named to describe the 

music, but rather to evoke images 

in the younger person's mind, to 
help stimulate creativity. I was also 
reminded of the Vaughan Williams 

6 Studies on English Folksong. One 

unfortunate challenge of these 

pieces is how to successfully inter­

pret them as a group without 
sounding monotonous, as the 
movements are similar. The 

Vaughan Williams has various gra­

dations of slower tempo markings 

for the first five movements 
{Adagio, Andante sostenuto, 
Larghetto, Lento, Andante tran­
quillo). Seven of the nine move­
ments in this work hover around 

the Andante-Moderato tempo 

area; the other two are a little 

faster. Another commonality 
between the Vaughan Williams 
and the Markl is that they are both 
written with flexible solo instru­

mentation. The Markl is available 

for violin or cello, while the 

Vaughan Williams is available for 
virtually all of the orchestral instru­
ments. When playing this work, 

the music seem£ to flatter itself on 

the viola quite nicely, it didn't 

strike me as a transcription at all. 

Some particularly enjoyable move­
ments can be found in Morning 
Light, which has a soap opera/for­

eign film music sound, Beyond the 
Dunes {a very liquid, rolling, 
Rachmaninoff-like movement), 
and With You (very Andrew Lloyd 
Weberesque). I think it takes a lot 

of guts for a composer to feel 

secure enough with one's writing 
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style to be able to compose in such 
a tonal and intermediate fashion, 
and Mrs. Markl pulls off the chal­
lenge very successfully. Included 
with the published music is a CD 

recording of the accompaniment. 

This work is available through: 
Latham Music Ltd. 
www.latham-music.com 

(800) 645-7022 

Evocation for Viola and Piano 

( 1988) by jeffrey Hoover (b.l959) 
Difficulty: Viola part Level3/4, 
Piano part Level 4 

Duration: 6 minutes 

Latin Steps forViola and Piano 

( 1997) by jeffrey Hoover (b.l959) 
Difficulty: Viola part Level 4, 
Piano part Level 5 

Duration: 10 minutes 

Commissioned by the Taz-Wood 

Dance Company 

Here we have two works by 
Illinois composer, Jeffrey Hoover, 

that I would definitely recom­

mend violists look at. Both 
works are freshly written, with 
very interesting sounds. The 
Evocation is quite successful in its 

suggestion of images and 

thoughts. It has a very pensive 

mood and one might associate it 

with Elliot Carter. The har­
monies heard, which might seem 
a little foreign at first, seem nor­
mal after they return a few times. 

There is nothing offensive about 

the work, and it will certainly be 



an interesting addition to any 

recital program. 

I liked even more the Latin Steps, a 
very exciting composition in the style 

ofPiazwla and Bernstein. The jazz­

like rhythmic writing is very stimulat­

ing, and unlike much of our reper­

toire. This work is convincing as a 

viola composition, and it brings out 

the singing qualities of the instrument 

very nicely. When writing with such a 

strong Latin or jazz feeling for an 

instrument such as ours (usually 

stereotyped for more serious/brusque 

characters) there is a risk of the music 

sounding a little corny or contrived. 

Hoover successfully breaks past these 

boundaries (better than any previous 

attempt that I have seen), and the 

work is completely convincing for the 

viola. This is highly recommended for 

those violists who are looking to cre­

ate innovative programming with a 

variety of styles. 

These works are available directly 

though the composer: 

Jeffrey Hoover 

http:/ I artmusic.home.att.net 

artmusic@att.net 

(309) 694-5132 

Morpheus for Viola and Piano 

( 1917-18) By Rebecca Clarke 

( 1886-1979) 

Shorter Pieces for Viola and 

Piano By Rebecca Clarke 

( 1886-1979) 

1. Lullaby (1909) 

2. Lullaby: An Arrangement of an 

Irish Tune (1913) 

3. Untitled Movement (1917-18) 

4. Chinese Puzzle (1922) 

5. Passacaglia on an Old English 

Tune (1941) 

6. I'll Bid My Heart Be Still (1944) 

Difficulty: Level 4/5 

Duration: 26 minutes (as a set) 

Violists have long been waiting for 

these gems to be published, and 

Oxford University Press has finally 

released them as of the summer of 

2002. Each of these seven short 

works have a unique character. 

Despite having such different charac­

ters, the composer's personality is 

kept intact. These works are every bit 

as strong as her Sonata (1919), and 

in some ways I like these works 

more. They are a must for every seri­

ous violist's library. 

Oxford University Press did an 

excellent job in the presentation 

of these works. I am sure all vio­

lists will be grateful to have the 

6 short pieces contained in one 

volume for cost concerns. OUP 

was careful not to over-edit these 

works, thus we have a purer ver­

sion of the composer's inten­

tions. I do believe that much 

editing needs to be done by the 

player. Slurs need to be added, as 

Clarke shows the preferred slur­

ring of certain passages only 

once; subsequent repetitions of 

the material (as in Morpheus and 

Untitled Movement) appear with­

out slurs. 

Surprisingly, one of my favorite 

movements was the Untitled 
Movement. This work has a peace­

ful rolling quality that reminded 

me of the Satie Gymnopedies No.2. 
At first, I found the Chinese Puzzle 
to be trite, but after playing it a few 

times, I began to appreciate it for 

its simplicity and charm. Also to 

my surprise, upon performing the 

entire set, I received more com­

ments on how people liked the 

Chinese Puzzle movement the 

most- probably because it is the 

most accessible. 

The Passacaglia has actually been 

published before (Schirmer), and it is 

republished here in this set, free from 

the editing of the Schirmer edition. 

This movement is probably the most 

powerful of all of the movements, 

and perhaps the best closer. I'll Bid 
My Heart Be Still sounds like it could 

almost be a 7th study to go along 

with Vaughan Williams's 6 Studies on 
English Folksong, as it possesses the 

same peaceful slow qualities and is 

modal in nature. 

OUP won a Paul Revere Award (1st 

prize) for this publication in partic­

ular- the highest honor the music 

publishing industry knows for 

music engraving, design, and utility. 

I believe the award was justly 

deserved, and our viola community 

is forever in debt to OUP for pre­

senting these long awaited works in 

a clean and professional manner. 

These works are available though: 

Oxford University Press 

Order Department 

2001 Evans Road 

Cary, NC 27513 

www.oup-usa.org/ music/ music 

(800) 451-7556 

Fax (919) 677-1303 

Please submit new music for review to: 

Kenneth Martinson, 
Western Illinois University, 
I University Circle Drive, 
Macomb, IL 61455. B 
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THE SIGHT OF MUSIC™ 
PAINTINGS BY 

RENOWNED VIOLA VIRTUOSO 
AND 

INTERNATIONAL AWARD WINNING ARTIST 

EMANUEL VARDI 

Solo Sonata Pen and ink 2002 Duo Concertante Pen and ink 2000 

• Vardi has focused in his recent work of varied media on a post cubist manner 
that employs Line almost to the point of music ... One cannot view these works 
without hearing the Cantabi/.4 AmPrPSP. Art Speak Magazine 1993 

Emanuel Vardi's art career developed parallel to his career as a world renowned concert violist and 
recording artist, when he began lessons in art while simultaneously studying the violin and piano as a 
seven year old in New York City. From 1950-1952 he studied at the Academia de Belle Arte in 
Florence, Italy, where he was awarded the prestigious first prize at the Rappalo International Art 
Competition on his abstract of a violin which now hangs at the Bordeghera Museum of Art. 
Subsequently, he attended the Art Students League in New York City, where he studied life drawing 
with Morris Kantor. In 1956 his painting White on White, Composition No. 3 was shown in a group 
show in New York's City Center and was picked by the New York Times as best in show. He has had 
many New York shows since that time, and has sold well over 300 works during his career. Since the 
early 1970's, Emanuel Vardi has concentrated on painting abstract figurative musicians, beginning 
with a flute player that was commissioned by a famous jazz musician. These paintings soon became 
very popular amongst musicians, music lovers, and private collectors around the world. Because of 
his parallel involvement in music and art, he brings a unique style and perspective to his musical 
subjects; that of a musician, intimate colleague and painter. Mr. Vardi now resides in Dallas, TX. 

PAINTINGS IN ALL MEDIUMS BY COMMISSION 

(214) 485-3454 armus@advantexmail.net www.vardiart.net 
design by Lenore Vardi 
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PUBLISHERS OF MUSIC FOR THE SERIOUS VIOLIST 

STUDIES 
ARNOLD 

Three Octave Scales and Arpeggios 
BLUMENSTENGAL 

Viola Scale Technique Book 1 
Viola Scale Technique Book 2 

DAVID 
24 Etudes for the Intermediate Violist 

HOFMANN 
Melodic Double-Stop Studies 

SEVCIK 
Op. 7 Prep. Studies in Trilling Book 1 
Op. 7 Prep. Studies in Trilling Book 2 
Op. 9 Prep. Studies in Double Stopping 

TARTINI 
The Art of Bowing 

REPERTOIRE 
ARNOLD 

Basic Bach (Student Pieces) 
Beethoven's Best (Student Pieces) 
Cadenzas for Telemann Viola Concerto in G 
Mozart Miniatures (Student Pieces) 
The Young Violist Vol.1 (Student Pieces) 
The Young Violist Vol.2 (Student Pieces) 

BACH 
Bouree in C minor 
Chromatic Fantasy & Fugue 
Italian Concerto 
Preludio and Gavotte 

BARTOK 
Roumanian Dances 

BEETHOVEN 
Fur Elise 

BENJAMIN 
Jamaican Rumba 

BOCCHERINI 
Music Box Minuet 

BOHM 
Sarabande 

BOROWSKI 
Adoration 

BRAHMS 
Scherro 

CHOPIN 
Nocturne for Viola 

CORELL! 
Sarabanda, Giga, & Badinerie 
Sonata #12 Folia con Variazioni 

DANCLA 
Camival of Venice 

DeBERIOT 
Scene de Ballet 

DEBUSSY 
Claire de Lune 
Girl With the Flaxen Hair 
La Plus Que Lente 

DVORAK 
Romance Op. 11 

100 

FAURE 
Fantasy 

FIOCCO 
Allegro 

FRANCK 
Sonata in D 

FRANCOEUR 
Sonata in A Major 

GERSHWIN 
"Porgy & Bess" Fantasy 
Three Preludes 

GLUCK 
Melody from "Orfeo" 

HANDEL 
Concerto in Bb 
Sonata in Bb 
Sonata in D 

HUBAY 
Hejre Kati 

!BERT 
The Little White Donkey 

JENKINSON 
Elfentanz 

JOPLIN 
Maple Leaf Rag 
Pineapple Rag 
Solace 

KREISLER 
Leibesfreud 
Leibesleid 
Praeludium & Allegro 
Recitativo & Scherzo Caprice 
Sicilenne & Rigaudon 
Schon Rosmarin 

KUCHLER 
Concertina in Style of Vivaldi 

MASSENET 
Meditation from "Thais" 

MAZAS 
The Chatterbox 

MENDELSSOHN 
Sonata in Eb 

MASCAGNI 
Intermezzo from "Cavalleria 
Rusticana" 

MOUSSORGSKY 
Hopak 

MOZART 
Adagio K.261 
Menuetto Divertimento K.334 
Rondo K.250 
Serenata Cantabile K.283 

NOVACEK 
Perpetual Motion 

PAGANINI 
Six Sonatas Book I 
Six Sonatas Book II 
Variations on the G String 

PUCCINI 
"0 Mia Babbino Caro" 

PUGNANI 
Gavotta Variata 

RACHMANINOFF 
Vocalise 

RIES 
Perpetuum Mobile 

RIMSKY-KORSAKOFF 
Flight of the Bumble Bee 

SCHMIDT 
Alla Turka 

SCHUBERT 
Ava Maria 
The Bee 

TARTINI 
Sonata Angelique 
The Devil's Trill 

TCHAIKOWSKI 
Canzonetta 
June Barcarolle 
Melodie 
Seranade Melancholique 
Valse Sentimentale 

TRADITIONAL IRISH 
Londonderry Air (Danny Boy) 

VITALE 
Chaconne 

VIVALDI 
Sonata in G 

VON WEBER 
Andante & Hungarian Rondo 

WIENIAWSKI 
Legende 
Romanza from Second Concerto 
Scherzo-Tarantella 

ENSEMBLES 
BACH 

Fifteen Two-Part Inventions 
DeBERIOT 

12 Short Easy Progressive Duos 
HANDEL 

Ent. Queen of Sheba - 2 Violas & Piano 
HUFFANAGLE 

Rythm Duets Oazz Style) 
MOZART 

Duo Sonata in Bb 
Twelve Duets 

PACHELBEL 
Canon 

TELEMANN 
Concerto # 1 inC for Four Violas 
Concerto #2 in G for Four Violas 
Concerto # 3 in F for Four Violas 
Concerto #4 in D for Four Violas 

VIVALDI 
Concerto for Four Violas & Piano 

Available from your Local Dealer or: 

VIOLA WORLD PUBLICATIONS 
2 Inlander Road 

Saratoga Springs, NY 12866 
Phone:/ Fax: (518) 583-7177 

c1nail: info(j_J_,violaworldpublications.com 
www. 
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jEFFREY Hoo 

Adagio J ca. 60 
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© 1988, Jeffrey Hoover 
All Rights Reserved 
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Permission to reprint the score for Jeffrey Hoover's Evocation has been graciously granted by the composer. 
A viola part and piano score of this work are available directly .from the composer at http://artmusic.home.att.net. 
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CHRISTMAS Music 
FoR Two VIOLAS 

By Sven Reher 

(!f.,w- cMU4lc 26 traditional 
"" cr- cv ... r.u carols in easy 

arrangements 
for holiday 
music-making! 

$5 plus $2.50 shipping and 
handling. Check, money order, 
MasterCard, Visa or American 

""'-"' ... I!Ju.J.. I 
~vz d-IJ:se d?d'u.t Express 

Available only from 
American Viola Society 

13140 Coit Rd. Suite 320, LB 120 
Dallas, TX 75240 

972/233-9107 ext. 204 • Fax 972/490-4219 
info@ AVSnationaloffice.org 

Instruments, Cases, Bows, Strings & Accessories 

Cf?MUat:~ !7~ J~ 
WEB SITE: www.conradstrings.com 

ISA North Road ¢ Warren, New Jersey 07059 
TOLL FREE: 1 '866,375,0117 ¢PHONE: 732,469,4544 

Carleen M. 
Hutchins 

DOYENNE OF AMERICAN VIOLIN MAKERS 
-New York Times, June 14, 1994 

~ ~~ 
the Cleveland,-)Tlilli Kroll, Lau-

enttan:~~.gh<U, and Vanbrugh Quar and in the 
ph<~~,che:str:lS of Boston, Colu (Principal), 

(Principal), H 
New Jersey, Ne~~:'l\., Newcastle 

~z.&econaJ, Norther is (Principal), 

r~~~t:hers. 

~~ 

~R~ 
v~~ 

COMMENTS: 

"My Hutchins viola creates a sensation wherever I play it. People 
want to know how to get that tone quality. At the Spoleto Festival 
they wouldn't believe it." 

David Mankovitz, 1962, Kroll Quartet 

"Thank you for my marvelous viola." 
Simon Aspell, 1992, Vanbrugh Quartet 

"Perhaps the most beautiful sounding viola I ever played. I would 
be proud to own it if I needed one on a regular basis." 

Paul Zukofsky, 1994, Concert Violist 

42 Taylor Dr. 
Wolfeboro, NH 03894 

(603) 569-7946 
Fax (603) 569-9496 

nvfa@worldnet.att.net 
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AT 
Please send items of interest regarding 
viola activity at the Grassroots to: 
Louise Zeitlin, AVSsecretary, at: 
LouiseZeitlin @oberlin. net 

Florida News 
!Voila Viola! Festival 2003 

November 21, 22, 23 
Boca Raton, Florida - the 
Conservatory of Music at Lynn 
University 

Miami, Florida - Florida 

International University 

Friday, November 21 (in Boca 
Raton), Amarnick-Goldstein 
Concert Hall, Lynn University 

"The Bohemian Viola'' 

The Wilcox/Lopez Duo performed 
works by Schubert, Vanhal, and 
Feld 

Saturday, November 22 (in Boca 

Raton)Amarnick-Goldstein Concert 

Hall, Lynn University. Master class­

es were held by Viera Borisova: 
"Shostakovitch Viola Sonata'' and 
Laura Wilcox: "The Practice Room 
to the Stage and Back" 

An afternoon concert featured 
alumna, Irena Momchilova and the 
viola studio of Laura Wilcox in the 
"Brandenburg no. 6" by J.S. Bach 
and other works. 

The evening concert entitled "The 
Russian Viola'' was presented by 
Viera Borisova and featured works 
by Shostakovitch, Prokovief, and 

Druschinin. 

Sunday, November 23 (In Miami) 
Wertheimer Concert Hall, Florida 
International University, Miami. 

!Voila Viola! concluded with a mas­

ter class presented by Laura Wilcox 

and featured students from the class 

of Chauncey Patterson (violist of 
the Miami String Quartet). 

Ohio Viola Society 
The Ohio Viola Society had a busy 

and rewarding season of events in 

2002-03. Our system of having differ­
ent board members chair each event 
seems to be working successfully and 
many have become annual events. 

Jeffrey Irvine got us off to a great 
start by organizing the Fall Master 
Class Day, held at the Cleveland 
Institute of Music in November. 
The day featured 18 students per­

forming for the following teachers: 

Lisa Boyko, Roger Chase, Mark 

Jackobs, Stanley Konopka, Jeffrey 
Irvine, Laura Shuster, Peter Slowik, 
Lembi Veskimets and Louise 
Zeitlin, as well as a juniot violists' 

"play-in" and a class on bowing 

technique given by Irvine. At the 
end of the master classes, everyone 
convened for refreshments and con­
versation. In January, our "Super 
Sunday'' event was hosted by Louise 

Zeitlin at the Baldwin-Wallace 

Conservatory, where amateurs, stu­
dents and professionals tackled a 
variety of music for viola ensemble 
conducted by Jason Seber. The 
make-your-own ice cream sundaes 

were, as usual, a popular finale to 

the reading. 
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AVS Local Viola Society Chapters 

Arizona Viola Society 
Patricia Cosand, president 
pcosand@hotmail.com 
480-897 -1954H 
480-921-3308W 

Chicago Viola Society 
Michael Hall 
Michaelhall99@hotmail.com 

Iowa Viola Society 
Christine Rutledge, president 
christine-rutledge-1 @uiowa.edu 
3.19-341-0311 

North Carolina Viola Society 
Scott Rawls, president 
srawlsuncg@aol.com 
336-288-2990 

Northern California Viola Society 
Tom Heimberg, president 
smhall@pacbell.net 
510-526-8396 

Ohio Viola Society 
1£nnbi\'eskllne~,president 
klveski@aol.com 
440-3 56-026 5 

Oregon Viola Society 
Peggy Swafford, president 
pegswa@aol.com 
503-297-4848 

Palmetto Viola Society 
Kathryn Dey, president 
dolesji@mindspring.com 
864-467-1751 

The Philadelphia Viola Society 
David Yang, President 
philadelphiaviola@earthlink.net 
215-627-7622 

Rocky Mountain Viola Society 
Ericka Eckert, president 
eckerte@spot.colorado.edu 
303-442-1004 

Southern California Viola Society 
Ray Tischer, president 
hondabizz@earthlink.net 
818-262-3741 

Utah Vi()).a Society 
Claudine Bigelow, preside~t 
claudine_bigelow@byu.edu 
801-422-1315 

Viola Club of MD/DC & \'A 
Louise Hildreth-Grasso, president 
violaqueenlouise@hotmail.com 
410-243-4726 

Seattle Viola Society 
LeeA.nn Morgan, president 
violas_rule@msn.com 
425-836-4517 



We were excited that Roger 
Chase agreed ro perform a recital 
for the OVS at St. Paul's 
Episcopal Church in February, 
which showcased the virtuosic 

aspects of the viola in a program 

consisting of the Kodaly arrange­
ment of Bach's Chromatic 
Fantasy, Hummel's Potpourri , 

Schubert's "Arpeggione" Sonata 
and Paganini's Sonata per La 
Grand' Viola. Chase had recent­

ly joined the faculty of Oberlin 

College having previously taught 
in the United Kingdom and per­
formed worldwide as a soloist 
and chamber musician. He was 

accompanied by pianist Brian 

Alegant. The OVS was also hon­

ored to present a master class by 
the Juilliard facul ty member and 
renowned pedagogue Heidi 

Castleman in M arch. Four stu­

dents from area colleges per­

formed for Castleman at the 
Church of the Saviour for a rapt 
audience. Our benefit concert 
this year, called "Voila Viola!", 

was a concert of chamber music 

for violas performed by members 

of the Cleveland Orchestra (Lisa 
Boyko, Yarden Faden, Mark 

Jackobs, Stanley Konopka, 
Eliesha Nelson, Lynne Ramsey, 

Robert Vernon, Lembi Veskimets 

and Richard Waugh), in April, 

also at Sr. Paul's Church. Duets 

by W. F. Bach, Bartok, Mozart, 
Stamitz and Wieniawski, a trio 
by Beethoven and a sextet (remi­

niscent of Verklarte Nacht) by 

Benjamin D ale, originally writ­

ten for Lionel Terris and his 
viola class, were featured. We 
followed all these events with 
receptions so that people would 

get a chance to talk to each 

other as well as with the per­

formers. 

Laura Shuster rose to the chal­
lenge of chairing the 2003 OVS 

Viola Competition. Cash awards 

were given to the winners of 

Division I for students aged 13 
and under and for Division II for 

students aged 14-18 which were 
judged by Lisa Boyko and Laura 

Kuennen-Poper. This was the first 

year that Division I was named 
the Lawrence F. Bradford 
Memorial Viola Prize in remem­
brance of a beloved friend, col­
league and teacher. Bradford had 

performed in many area sym­

phonies and was a member of the 

Ohio Viola Society. His wife 
Stephanie attended the March 
competition where the first win­

ner of this prize was Jordyn 

Woodhams, age 8 and a student 

of Marian Goss. A second prize in 
this division was awarded to 
Claire Saylor, age 13, from Berea 
and a student of Carol Ross. Two 

compennon parnc1pants were 
awarded the Donald Crossley 

Memorial Viola Prize (established 
in 2001 to honor and remember 

his many contributions to our 
musical community, including 

being a founding member of the 

Ohio Chamber Orchestra and the 

conductor of the Parma High 

School Orchestra) for winning 
Division II. They were Sarah 
Murphy, age 16, from Medina 

and a student of Alan Bodman, 

and Rachel Samson, age 14, from 

Canal Winchester and a student 
of Deborah Price. A second prize 
was awarded to Leah Reiter, age 
15, of Spencer and a student of 

Louise Zeitlin. Murphy was also 

the winner of the "Best Bach" 

prize based on the performance of 
the compulsory movement of 
Bach in Division II. 

]ordyn Woodhams 

Claire Saylor 

Rachel Samson 
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Sarah Murphy 

Leah Reiter 

Congratulations to all the winners! 

The OVS was pleased to feature 

the winners of Division II in a 
recital at the OOSTNOVS High 

School Viola Day, hosted by Keith 

Holliday at Medina High School 

in April. 

Besides preparing the fo regoing 
feast of events, the OVS published 

three newsletters for our local 

membership containing a variety 

of articles, interviews and event 

listings. While saying farewell and 
thank you to our outgoing editor, 
JeffWilliams, we welcome our new 
editor, Lisa Boyko who began her 

new posicion this past summer. 

Thanks also to our secretary Carol 
Ross and treasurer Kirsten Doctor 
for their continued hard work. On 

to a new season of scrumptious 

viola treats! 

Lembi Veskimets 
OVS President 

Lisa Boyco, OVS Newsletter 

Editor also submitted the follow­

ing: On a fine Sunday afternoon in 
October the Ohio Viola Society 
held its fifth annual Fall Master 
Class Day at the Cleveland 

Institute of Music. The event has 

grown each year and now offers 

opportunities for violists of all ages 
and skill-levels to participate. 
Traditional-style master classes are 
offered for junior high, high school 

and college students. Observers are 

welcome, and participants are 

urged to sit in on another class 
when they are finished playing. 
Teachers are generally members of 
the OVS chapter and represent the 

many fine music schools and insti­

tutions in Northeast Ohio, includ­

ing Baldwin-Wallace College, The 
Cleveland Institute of Music, 

Oberlin Conservatory and the 
Cleveland Orchestra. We want the 

younger students to feel welcome 

and to get excited about music. A 

"Little Kids' Play-In" gives them 

the chance to play music together 
in a fun and relaxed atmosphere. 
Older amateur violists are encour­

aged to join the "Group Technique 

Class" that addresses specific issues 

such as vibrato or bowing styles. A 

reception wraps up the afternoon 
with a chance to socialize and get 
to know each other better. Last 

year our newsletter featured 
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responses from two participating 
students, which we would like to 
share with you. "I enjoyed the 

OVS Workshop a lot! As I am 10 

years old, I first went to a junior 

class, along with some other vio­
lists my age or younger. We played 
some Suzuki music, a fiddle tune 

and folk songs. Afterwards, I went 

to see some master classes that I 

was allowed to watch. At one of 
them I saw a girl I knew. At the 

other there was a girl in high 
school who plays in the Cleveland 
Orchestra Youth Orchestra. It was 

interesting to see because I could 

learn some new techniques the 

teachers taught. I noticed the 

reachers were extremely friendly. 
Following, there were refreshments 
and snacks. It was great!" - Sarah 

Poe, age 10 "My heart was pound­

ing as I emered room 227. I usual­

ly don't get nervous for perform­
ances, but a master class is a differ­
ent experience than a typical per­
formance. In some ways a master 

class is more relaxed, because the 

player often has the opportunity to 

return to and fix difficult passages 
in the music. On the other hand, 

it can be more frightening because 
in general those who attend the 

class are also players! The room 

slowly filled with people, and after 

the instructor, Roger Chase, 

entered the room I began to play. I 
had prepared "Romance" by Max 
Bruch, a stunningly beautiful piece 

that brings out the viola's rich 

sound. When I finished the audi­

ence applauded, and Roger Chase 
began his work. He concemrated 
heavily on the musicality and 
phrasing I needed to incorporate 

into my playing. He made me sing 



(I almost died!) to hear how the 

phrases sound naturally with the 
voice. He also worked on the tech­
nical aspects of intonation and 

accurate shifting. To improve my 

intonation, he suggested I play 

double stops and analyze the chord 

changes. To improve my shifting 
accuracy, he recommended that I 
break the shift down into different 

steps. I thoroughly enjoyed partici­

pating in the OVS Master Class 

Day. It was wonderful to play in 

front of my colleagues, receive an 
excellent lesson from a professional 

violist and listen to other violists 

perform."- Sarah Murphy, age 16 

Oregon Viola Society 

The Oregon Viola Society has 

already held rwo events this fall. 

Steve Price held a free recital on 

October 25, 2003, at the Old 

Church featuring works by Villa 
Lobos, Brahms and more includ­

ing a commissioned work by 

Ralph Nelson. The Oregon Viola 

Society held a special master class 

on November 17, 2003 with vio­

list, Paul Neubauer, made possible 

by the collaboration with 
Chamber Music Northwest, and 
the Community Music Center. 

Oregon Viola Society Upcoming 
Events: 

January 24 and 25, 2004- A 
Weekend of Hindemith per­

formed by the Viola Quartet -

Joel Belgique, Charles Noble, 

Brian Quincey and Mara 

Gearman. This Viola Fest cele­

brates Paul Hindemith and his 

repertoire for the Viola. 

The Unaccompanied Sonatas 

• Op. 11, No.5- Charles Noble 

• Op. 25, No. 1 - Mara Lise 

Gearman 
• Op. 31, No.4- Joel Belgique 

• "1937"- Brian Quincey 

The Sonatas with Piano 

• Op. 11, No.4- Joel Belgique 
• Op. 25, No. 4 - Charles Noble 
• "1939"- Mara Lise Gearman 

• Meditation - Brian Quincey 

The Concerti with Orchestral 

Accompaniment - Portland State 
University Orchestra 

• Ki:tmmermusik No.5- Joel 

Belgique 

• Konzertmusik - Mara Lise 

Gearman 

• Trauermusik - Brian Quincey 
• Der Schwanendreher- Charles 

Noble 

February 18, 2004- 6:00pm 

Viola Quartet at the Bridgeport 

Brewery 

June 9- 13, 2004- Special invita­

tion of the Viola Quartet to be 

guests of the Viola Congress being 

held in Minneapolis, MN 

Philadelphia Viola 
Society 

The Philadelphia Viola Society 

held the following events during 

the fall season: 

Sunday, October 26, 2003 

Philadelphia Viola Society and the 

University of Pennsylvania Music 

Department held a group Recital 

featuring the following works: 
Dale: Viola Sextet 

Dubois: Three Movements for 

Solo Viola (World Premiere) 

Grobe: Partita for viola d' am ore 

Persichetti: Parable for solo viola 
Toch: Impromptu for solo viola 

Wright: Duo for viola and 

percuss10n 

Participating artists: Shelly Beard, 

Daniel Elyar, Marjorie Goldberg, 

Mark Holloway, Marka Kasker­
Simmons, Peter Nocella, Anthony 
Simmons, Marion Webster, Steve 

Wyrczinski, David Yang 

Thursday, November 20, 2003, 

Helen Callus, viola and Philip 
Bush, piano presented works by 
Clarke, Harrison, Shostakovich, 

Vaughan-Williams 

Ms. Callus is President-elect of the 

American Viola Society. 

Upcoming Events: 

Philadelphia Viola Society and the 

University of Pennsylvania Music 

Department 

Sunday, March 21, 2004, 8:00PM 

Cynthia Phelps, viola 
Amado Hall at Irvine Auditorium, 
University of Pennsylvania 

34th and Spruce Street (free to 

PVS members, $15 general) 

Ms. Phelps is Principal Viola of 

the New York Philharmonic. 

Philadelphia Viola Society 

Sunday, May 2, 2004, 8:00 PM, 

location TBA 

PVS Group recital 

Program still under construction ... 

David Yang 

Prez, Philadelphia Viola Society 

Utah Viola Society 

November 12: Paul Neubauer 

master class, followed by a per­

formance of the Lincoln Center 
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Chamber Artists at 
Brigham Young University 
in Provo, Utah. 

Super Sunday, January 25, 

2004 will be hosted by 
Roberta Zalkind, associate 
principal violist of the 
Utah Symphony and held 

at the University of Utah 

in Salt Lake City, Utah. 

On March 30, Kirsten 
Docter and the Cavani 
String Quartet will honor 

the quartet career of 

William Primrose. They 

will give the Primrose 
Memorial Concert and fea­

ture a solo by Kirsten and 
the quartets by Beethoven 

Op. 18, No, 6, Dvorak 

"American" and Bartok 6. 

Kirsten will teach at the 

accompanying Primrose 
Memorial Master Class. 
This will take place at 

Brigham Young University. 

Seattle Viola 
Society 

The following is a summa­

ry of the events held in 

2003 by the Seattle Viola 

Society: 

Super Sunday Play-In held 
at University of 

Washington 

In addition to playing our 

glorious works for multiple 
violas, Aviva Leonard (SVS 

secretary) arranged for a 
well-trained and inspiring 

student quartet to perform 

while we rested mid-play-

in. Also, we are very lucky 

in this region to have Betsy 
Stuen-Walker who has 

composed and arranged 

several works for multiple 

violas. Mrs. Sruen-Walker 

kindly consented to share 
and conduct several of her 
works at our play-in. (A 

note of interest although 

they are marketed under 

the Summy-Birchard 
Suzuki name, they are a 
great addition for any viola 
studio and are available 

through Shar Music or 

Young Musicians at: 

http: / /www.sharmusic.com 
/store! / 

http:! /www.ymonline.com/ 
cgi-local/S-Mart.cgi?com­

mand=listitems&pos=O&typ 

So, as you can see we are 

keeping busy and enjoying 
our time in the society. We 
are always looking for ways 

to gain more membership 

and any suggestions would 

be appreciated. We also 

thank you for your support 
of the chapters. 
A Bach Suite Recital and 

Research Event for the 

Seattle Viola Society was 

held on Saturday, June 
14th at SVS President 
LeeAnn Morgan's home. 

Members compared differ­
ent editions of the Bach 

suites, and reviewed por­

tions of the W illiam 

Primrose CD of the Suites. 
LeeAnn Morgan 
Seattle Viola Society 

President B 
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RBP MUSIC PUBLISHERS 

Offering quality arrangements for viola, 
by resident editor ROBERT BRIDGES. 

"These arrangements are great! /love them all!" 
Karen Tuttle, viola instructor at the Juilliard School. 

* * * 
1001 Biber Passacaglia (viola solo) 
1 002 Beethoven Sonata op. 5 #2, via/piano 
1003 Debussy Rhapsody, viola and piano 
1004 Franck Sonata, viola and piano 
1005 Telemann Solo Suite 
1006 Stravinsky Suite for Viola and Piano 
1007 Prokofiev "Cinderella" Suite, viola/harp 
1010 Tchaik.Theme and Variations, via/piano 
1011 Bartok Rumanian Folk Dances, vla/pno 
1 012 Masse net Romance, viola and piano 
1013 Puccini Madam Butterfly, via/harp 
1016 Bach double concerto vla/vln 
2003 Bach double concerto score/parts 

• • • 
Include $5.00 shipping and handling. Send your check to: 

$5.75 
$9.25 

$14.25 
$10.75 

$6.75 
$28.00 
$25.00 
$30.00 
$10.00 

$4.50 
$20.00 
$35.00 
$75.00 

RBP Music Publishers, 2615 Waugh Dr#198, Houston,TX 77006 
Send for our FREE catalog, or vis~ our website at: 

http://members.aol.com/rbpviolalindex.htm 

Pat No 3 407 700 

the sensational 
humidifier for 

VIOUNeVIOLAeCELLOeBASS 

We recommend the Dampit enthusiastically. 

dampit provides perfect protection 
against damage from a dry atmosphere. 
dampit proved itself 100% effective in 
scientific sensor measurements. 
FREE Room Humidity indicator with 
each dampit. 

Viol in $8.95 • Viola $9.50 
Little Violin $7.95 • Cello $11 .50 

Bass $12.50 
AVOID FAKES, AVOID MISTAKES. 

A genuine Dampit has the Dampit name on the black top. 

Air postage and handling outside USA and Canada $1 .00 per unit. 
In USA and Canada please add $.55 per unit. 

Box 493, Radio City Sta~on NY, NY 10101. 

The History of the Viola 

Volume I and Volume II 

by 
Dr. Maurice W. Riley 

To order, contact: 

George Maurice Riley 
12301 Harbour Circle 

Ft. Washington, MD 20744 

Phone (30 1) 292-0177 
Fax (30 1) 292-0280 

Gviolinriley@msn.com 

July 10 to August 2, 2004 

Course for talented 
young musicinm in 
an inspired mting 

--at the---­

Roben Louis Stevenson 
School at Pebble Beach 

Lessons, chamber mli.Jir 
and paforntance for 
srringr and pitt no. 
Composition nnd 
premieres for rompours. 

information & Applications 
P.M.B. 104 
236 West Ponal Avenue 
San Francisco, CA 94127- 1423 
I 415 753 8920 I 8934 f11X 
email csm@csmusic.org 
web www.csmusic.org 

AUDITIONS 
Live or <aped. 
Call to srluduk a lit't' mulirwn. 

In co-op~r,lfio11 wirh ASTA with NSOA.. 

YAMAHA is tbr offirlfll piano of 
Summrr Music 
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ORCHESTRAL 
PREPARING EXCERPTS FRO 

THIRD AND FIFTH 

by Michael I. Strauss 

I value Beethoven right up there 
with Mozart and Strauss as an 
insight to the candidacy of a musi­
cian at the audition process. I have 

had the opportunity to hear audi­

tions for all string positions, tim­
pani, harp, clarinet, and most 
recently conductor at the orches­
tras that I have served in my brief 

career. Beethoven always seems to 

amplify both the good, and not so 

good, qualities of a candidate, and 

thus I would like to discuss some 
of my solutions to problems associ­
ated with two of the most com­

mon pieces that violists religiously 

address at the audition process; the 

middle movements of the Fifth 
Symphony, and the Scherzo of the 
Third Symphony. 

When approaching any piece for 

an audition, I strongly recommend 

learning the entire piece. One 
never knows what is going to be 
asked, even if the excerpts alone 
are clearly stated in the audition 

list. At the bottom of most lists is a 

phrase that gives the committee 

the ability to ask any candidate for 
sight reading. In Indianapolis and 
elsewhere, these sight reading 
excerpts are usually lifted from 
obscure sections of the pieces that 

are already on the audition list. 

Even a seemingly easy lick can get 

the mind pretty twisted if you 

don't have a firm grasp on the 
piece in total. I remember there 
was a stir at the audition in 
Indianapolis when I was asked to 

join the orchestra, because the 

sight reading was chosen from a 
tutti section of Strauss' Don 
Quixote. So, you never know, and 

it is a good feeling to enter an 
audition knowing that you have 

everything ready to go, just in case. 

There is also great truth to the fact 

that one can never prepare a small 
section of a piece unless one 
understands the entire work 

Why is Beethoven so tricky? It's 

not overly demanding on the tech­
nique or musically obscure. One 
could argue that Beethoven is the 
most popular musician in history 

for many reasons, not least of 

which is that his music is so acces­

sible to so many different cultures. 
His music is filled with passionate 
gestures, pedantic rhythms, easily 
understood harmonic structure 

(excepting of course the late string 

quartets), and dynamics to assist 

anybody's hearing loss. In contrast 
to what Beethoven is popularly 
known for, the excerpts that vio­
lists struggle with in orchestra 

auditions are some of the most 

subtle and sophisticated music ever 
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HOVEN'S 

SYMPHONIES 

written. Let's start with the 

Andante con moto of the Fifth 

Symphony. 

Beethoven: 
Symphony No. 5, 
Movement 2 Andante 
con moto 

The most important part of the 
marking at the beginning of this 

movement is dolce. Piano is only a 

relative term thus we should be 

aware that Beethoven is going to 

play around with softer dynamics 
later in the movement. We should 
be comfortable with the melody 

we share with the celli to start. I 

start in the middle of the bow so I 

don't need to make up too much 

ground with the separate note on 
the downbeat. I wouldn't start 
much lower in the bow than that 

for fear of getting frozen in the sec­

ond complete bar. The point of 
this is to make sure that, like the 
Americans we are, every note will 
get equal treatment at the begin­
ning of this melody. 

Try this excerpt with a variety of 

vibratos because you need to be 
prepared at the audition to play 
from non-vibrato through a 
romantic arm vibrato, depending 

on the conductor's taste and the 

liveliness of the room you're in. I 



Example 1: Beethoven: Symphony No. 5, Andante con moto, mm. 1-10 

have personally been asked to do 
the full gamut in concert, and 
believe it is necessary to be pre­
pared for a variety of tastes. You 

will notice that I have written in a 

few open strings. As you will see, I 

believe in open strings in Classical 
period music. They need to be 
shaded correctly, but offer oppor­
tunities for good intonation and a 

resetting of the left hand, especially 

in certain tri-tone areas. 

Articulation is a big issue in meas­
ures 7 and 9. Beethoven loves to 
use subito dynamics, and I find 

going from soft to loud particular­

ly challenging. Not o1:1ly do you 
need to bring a good fUll sound at 
the drop of a hat, but it needs to 
articulate and be rhythmically 
accurate at a heightened level of 

proficiency. To accomplish this I 

simply cover (with my fingering) 
the note being played at the release 
point in piano and stop the bow at 
the same instant, before I gather 
my right upper arm to act on the 

forte note that proceeds in the 

next instant. If you have ever 

played pinball, it's kind of like 
catching and holding the ball in 
motion with the flipper before 
sending it up again. For the very 

last note, I cheat a little and re­

articulate the chord. It is another 
reason to do an open string; it will 
ring through the articulation, pro­
ducing a slur effect without having 
to do an actual slur. 

Like a dog with a bone, I would 
like to talk about open strings with 
Example 2. Another great tool of 

open strings is using them for 

color changes. Notice bar 56. Yes, 

one can shift up to third position 

and play the subito forte with the 
second finger, and I hear this all 
the time in my coachings. It's not a 
bad idea; one gets to vibrate and 

lay into the note a bit more 

particular. Arpeggios, neighbor 
notes, and fifths are thrown at us 
in this nine bar beauty. I always 
practice intonation with a small 
vibrato, or finger action to simu­

late what my hand will hopefully 

be doing in performance. A lot 
of students come to me with the 
practice technique of non-vibrato 
for intonation, their scales in 
particular. I think this is a mis­

take. To use a sports phrase, we 

want to practice like we play, but 
in the heat of an audition I hear 
a lot of people performing with­
out any finger action as though 
they are mimicking their intona­

tion exercises. 

Example 2: Beethoven Symphony 
No. 5, Andante con moto, mm. 49-59 

because of it. I think it is more 
dramatic to opt for a color change. 
Not only do we experience the 

brightness of a new, open sound, 

but in the ensuing subito piano, 

we get to offer the newness of a 

soft covered G string. Getting our 
colleagues in the cello section to go 
along with this idea may be a bit 

trickier, although I understand that 

this could alleviate some wolf note 

issues on the cello. 

One can benefit greatly by practic­
ing intonation with this excerpt in 

We come to our last excerpt in the 
slow movement and are reminded 

about dynamic contrast as in 

Example 1. We should not feel too 

timid about the piano marking, 

because what everyone at the audi­
tion wants to know is how soft one 
can play bar 105 while still being 
articulate, rhythmically accurate 

and in tune. Give yourself some 

room, but be carefUl of using too 
much bow. This will get you into 
rhythm purgatory, because the last 
thing you want is to get out of 
whack as far as bow distribution 
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and feel like you have to travel too 

far in bar 104 to get to the tip for 
105. This would undoubtedly 

cause a banana bow effect in this 

passage, which may frustrate the 

player and annoy the committee. 
The issue I would like to touch on 
here is the string crossing in bar 

105. I see a lot of people doing 

this with the wrist on the bow 

arm. I would like to convince you 

to try doing this with the forearm, 
keeping the wrist relatively quiet. 

This string crossing should be 

accomplished with as little motion 

as possible. Keep the bow close to 

the fingerboard, as the strings are 

close together, and try articulating 

with some finger action in the left 
hand. Also, as stated before, use as 

little bow as possible at the 

extreme tip with flat hair. I believe 

that using the wrist here promotes 

a bit of rotation in the bow which 

can result in the bow turning 
slightly, so that all of the hair may 

not be used. This can compromise 

the articulation which is helped by 

having flat bow hair. 

Beethoven Symphony 
No. 5, Movement 3 
Allegro 

With the third movement, you 

have the chance to break loose and 

flex some muscle in terms of 
sound and tempi. This excerpt 

should be practiced at a wide vari­

ety of tempi. I have noticed a big 

shift in "acceptable" scherzo tempi 

with regard to Beethoven's music 

over the past ten years, and one 
should be prepared for just about 

anything from a committee. I don't 

know if this is because of new 

scholarship (our orchestra has a 
new set of Barenreiter parts), or if 

it is because of a more mainstream 

acceptance of period practice. I 

know that when I walk into 

rehearsal I could be facing just 
about anything these days, which I 
personally enjoy as does our audi­

ence in performance. 

I decided to include this excerpt 
because I was asked to sight-read it 

at an audition once upon a time. It 
is actually a very good excerpt to 
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show control over bow distribu­

tion, and we have a fun little bow­

ing for this that I thought I would 

share. In concert this is a very 

tricky entrance that we need to 

take from the celli, and although it 
is marked pp, if it does not sound 
it can leave an awkward hole in the 

music. So, I lean toward a fuller 

sound and start the bow at the tip 
to insure a smooth entrance. In bar 

62 we continue up bow with an 

articulation to establish ourselves 



in the lower half of the bow for the 

crescendo coming in bar 67. It is 
the same in bar 71, but be careful 
not to reach too loud a dynamic as 
we need to save ourselves for bar 

83. In bar 64 there is a fingering 

problem that has a couple of solu­

tions. If you are uncomfortable 
with a lot of string crossings the 
fourth finger comes in handy, but 

this requires a little shifting from 

the second finger on the D to play 

the G four times in a row, which 

can get tedious. So as a safety, and 
because it fortunately happens 
each time on a strong beat, I play 

these Gs with the open string. It is 

a very soft passage, so just touch­

ing the string will get the note to 

speak. 

Starting with the pick-up to bar 
147, I like this note full value but 

separate, with the first eighth note 

articulated and longish. I think the 

eighth note passage at the begin­
ning of this excerpt needs to swing 
or pulse by the bar, despite the 
tempo. When the quarter notes 

come with the pick-up to bar 150, 

a more arched phrasing can begin 

with the top being the downbeat 
of bar 152, and then back to a bar 
per bar feel at 155. For audition 

purposes the passage needs to be 

practiced with repeats. Always ask 

for guidance from the proctor at 

the audition if it is not clear as to 
whether one should play the 
repeat or not, and for that matter, 
how one should count extended 

rests. I think it is always a good 

idea to keep lines of communica­

tion open with whoever is admin­
istering the audition with these 
kinds of concerns, as long as it 
does not begin to take too much 

time away of the performance. 

Dynamically speaking, make sure 
this passage is not too loud until 
the ff in the second ending 
(notice yet another open string 

fingering suggestion). I would like 

to discuss my unusual fingering in 
bars 173-178. I have tried doing 
this in position, but found it too 
taxing, especially as a section to 
get this really dead-on in tune. 

So, I advocate jumping strings in 

the forte passage, and going to 
third position when it comes back 
as an echo in bar 210. To accom­
plish this string crossing, I play 
the middle C in bar 173 on the 

short side; however, I very pur­

posefully back away from any 
hint of shortness or accent in the 
ensuing middle Cs through the 
next 3 bars. I also really back off 

the open D string in bar 178, 

although a solid articulation will 

restore the true pulse at that 

point. At the end of the excerpt it 
is nice to make a small diminuen­
do and disappear into the atmos­

phere with a tight vibrato on the 

final A. 

Beethoven Symphony 
No. 3, Movement 3, 
Scherzo 

The Scherzo of the Eroica 

Symphony is a great excerpt for 
control issues. It hits four major 
categories; rhythm, dynamics, left 
hand and right arm. The most 
difficult thing for me in my 

approach to this excerpt, is to be 

mindful of the practice discipline 
of varying practice tempi, so that 
all of the above categories get a 
full workout in each setting, or 

more basically, finding the time to 

get all of these issues addressed. 

Just eight clicks on the 
metronome will toss you into a 
different world of coordination. 

Tempi vary in this movement 

greatly from conductor to con­

ductor, and sometimes even from 

performance to performance. 
There is only one bit of general 
advice that I have that fits all 

tempi. Start on the string. 

The bowings printed here are per­
formance bowings for the 
Indianapolis Symphony. Some of 
the starting bowings are designed 
to match what is happening 

around us and not necessarily 

designed for optimal playing as a 
single player in the audition set­
ting. I have to say though, that 
this bowing is serviceable for an 

audition, if approached in the 

right way. The biggest problem 

with the bowing, in my view, 
occurs in bars 100-118. It 
requires a right hand technique 
similar to an up-bow staccato. 
The difference is that one 

approaches the first note from a 

slur, rather than a stop. This 

requires a bit more grace. When 
one starts from a stopped or even 
opposite direction (down) bow, 

the first digit on the right hand is 

the most responsible for providing 

an impetus for the stroke. When 

one is coming from an up-bow 
slur or long note and then re­
articulating a note, I believe it is 

important to concentrate on the 

impetus placed on the pinky fin­

ger of the right hand. It need not 
be overdone because that finger is 
weak by nature, so it needs help 
from the right elbow at least 

being in a slightly higher trajecto-
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Example 6: Beethoven Symphony No. 3, Scherzo 
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ry. On the subject of bow control, 
I believe in approaching this 
movement with the bow taking 
air from the string, rather than 

striking the string from the air. 

I try not to put fingerings in my 
music at the orchestra. I think 
they are a pain to see in perform­
ance and I am changing all the 
time anyway. I leave myself the 

option to find something appro­

priate in rehearsal and concert, 

depending on the moment. As 
for auditions, it's nice to have 
our fingerings set before we go 
in, but it's more important to be 

in the moment as well, and to 

give oneself the option to change 
in the audition situation. There 
is always a struggle to make the 
left hand move as economically 
as possible; sometimes you need 

to spend a little in the right hand 

(bar 41) for things to pay off in 

the left. You will also notice I 
like half position shifts. They 
cost the least. 

As this excerpt starts on the C 

string, be careful not to start too 

soft. You need to be mindful of 

what is coming in bars 60-64. 

Give yourself plenty of room to 
make a quasi-diminuendo in bar 
60, and of course, a quasi­
crescendo in bar 64. Another 

dynamic problem occurs in bars 

119 and 127. I often hear people 
accent the trill note. I think this 
is a natural gesture, so I like to 
play an open G string with that 
in mind. I am already in the act 

of backing off that open string 
when I hit that trill, and the fact 

that the ending note is an open 
string kind of evens out the 
whole gesture, if I let the bow do 
it. One last thing about dynam­

ics. It really helps me to think of 

the fortissimo sections as having 
a shorter bow stroke than a big­
ger one. I figure the power will 
be there, so I concentrate on 

making sure those notes are 

articulate enough. 

Consistency in rhythm all comes 
from proficiency in repetitive 
articulation. I used to approach 
this situation with giving all the 

physical responsibility to my 

forearm, wrist and fingers. Over 

the past few years, I have come 

to realize that the impetus for 
this kind of a stroke is better for 
me coming from my shoulder. 
This is sometimes taken the 
wrong way. I don't tense up my 

shoulder, and try to drive the 

bow with that muscle group. I 
do let the shoulder control how 
level my elbow and wrist are, and 
I like to have those two body 
parts at the same level as the top 

of my hand. Then I let the fin­

gers follow the wrist, wrist follow 

the elbow, elbow follow the 
shoulder, and hope for the best. 
Finally, metronomes are good for 
these excerpts, but can be decep­

tive if used to the exclusion of 

live practice and performance for 
people who are interested, and 
brutally honest with you. 

Michael I. Strauss is Principal 
Viola of the Indianapolis 
Symphony and Artist-in-Residence 
at Butler University. As a follow 
up to his article, Michael would 
like to express his love for his wift 
Cathy and the members of the 
viola section in Indianapolis. B 

DONATIONS TO NATIONAL OFFICE PROJECT 
(Since March, 2003) 

ENSEMBLE LEVEL ($50 to $99) 
jeffrey Kilmarl< Beers 

Sharon Fugate 
Carol Nielson 

Yizhak Schotten 
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MEET. THE SECTlON 

Indianapolis Symphony Orchestra viola section july 2003 pictured left to right Terry Langdon, Stephanie jong, 
Ruth Critchley Boerner, Marjorie Rupp, Beverly Scott, Michael Isaac Strauss, Eva Lieberman, Amy Kniffen 
(Nancy Agres not pictttred) 

Ladies and Gentlemen, 
Start Your Violas! 

by Thomas N.Akins, Director 

of Archives, Indianapolis 

Symphony Orchestra 

Like many of irs peers, the city of 

Indianapolis saw several attempts 

to form an on-going symphony 

orchestra before success was 

achieved. On November 2, 1930, 
Ferdinand Schaefer led 59 carefully 
chosen musicians through a per­

formance of music by 

Mendelssohn, Wagner and Grieg, 

and the mold was set. The string 

complement of that early group 
was 10-1 0-4-6-4, and that early 
viola section included Sam Kaplan, 

Mrs. William H. Fox, Maurice 

Fiscus and Noble G. Smith. 

For seven years under Schaefer's 
leadership, these industrious 

musicians performed between 

five and eight classical concertS 

per season, often sharing the 
income earned from ticket sales 

as payment for thei r artistry. A 
management structure was 

formed and a board of directors 
was elected to put the orchestra 

on a more stable foundation, 
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and by 1937 two major changes 
were in place. Fabien Sevirzky, 
nephew of famed Boston 

Symphony Orchestra maestro 

Serge Koussevitzky, was hired as 

the orchestra's second music 
director and a formal contract 
agreement was executed between 

management and musicians call­
ing for a 20-week season with 

set pay per week. During 
Schaefer's era, the size of the 

orchestra, including its viola sec­
tion had consistently increased 
in size and skill until it reached 

80 musicians with a string com­

plement of 14- 11 -8-9-8. 



National radio broadcasts, RCA 

Victor recordings and cross-coun­

try tours became a regular part of 

the orchestra's activity and brought 

Sevitzky's ISO national acclaim. 

Later Music Directors have includ­

ed lzler Solomon (1956-75), John 

Nelson (1976-87), Raymond 

Leppard (1987-2001) and, since 

2002, Mario Venzago. 

No fewer than 18 musicians have 

held the post of Principal Viola 

since the orchestra went fully pro­

fessional in 1937. They have 

included Jules Salkin (1937-42), 

Harriet Payne (1942-43, one of the 

first female principals in any 

American orchestra), William 

Thompson (1943), Harold Sorin 

(1943-50), Herbert Congdon 

(1950-1951), Ferdinanda Cortelini 

(1951-1962), Armand Baker 

(1962-63), David Jackson (1963-

64), Ascher Temkin (1964-66), 

Hugh Partridge (1966-1970), Marc 

Jeanneret (1970-71), Gary 

Logsdon (1971-72), Ronald 

Hurwitz (1972-73), Jean Harris 

(1973-75), Eiji Ikeda (1975-79), 

Richard Grymonpre (1980-82), 

Darrel Barnes (1983-93) and cur­

rent Principal Michael Isaac Strauss 

since November 1994. Associate 

Principal John Pruett held the fort 

during the 1979-80 season, as did 

Terry Langdon during 1982-83 

and again in 1993-94. 

While it might seem that the prin­

cipal chair has been something of a 

revolving door, seats in the section 

have often been occupied by long­

timers. A dozen musicians have 

served 20 or more seasons in the 

Indianapolis Symphony Orchestra 

including Zanis Dumpis (34, 

including 14 as associate princi­

pal), Ruth Boerner (33*), 

Rosemary Rader (32), Marjorie 

Rupp (29*), Terry Langdon (24*, 

including 22 as associate princi­

pal), Robert Bennett (22), Richard 

Grymonpre (22, including two as 
principal), Eva Lieberman (22*), 

Arthur Grunst (20), Grisha 

Markosov (20) and Beverly Scott 

(20*). The asterisk indicates a cur­

rent member of the section. 

However, the best story of staying 

power belongs to Ruth Thrasher, 

who played in the orchestra for 37 

years. From her base of operations 

in the viola section, Ruth also 

served as second harp, second key­

board (usually celeste) and, on 

occasion, fourth trumpet (!). If not 

a woman for all seasons, "Maysie" 

was certainly one for many instru­

ments. 

For the 1981-82 season the viola 

section of the Indianapolis 

Symphony Orchestra was 

increased to ten, a size that has 

remained constant to this day. 

Currently, there are nine incum­

bents plus an opening for associate 

principal. Auditions will be held 

during the 2003-2004 season. 

Michael Isaac Strauss, Principal 

Viola, joined the Indianapolis 

Symphony Orchestra in 1994. He 

has performed with the Philadelphia 

and Minnesota Orchestras, and has 

held principal viola positions with 

the Charleston Symphony 

Orchestra, the Concerto Soloists of 

Philadelphia and Orchestra 200 1. 

He attended the Curtis Institute as 

an undergraduate, and has won sev­

eral prizes including, First Prize at 

the Women's Association of the 

Minnesota Orchestra Competition, 

the National Foundation for the 

Advancement of the Arts Cinnamon 

Award, a South Carolina Artist 

Fellowship Award, the 1997 Lionel 

Terris International Viola 

Competition Ealing String Prize and 

a 2002 Indiana Arts Commission 

Individual Artist grant. As soloist, he 

made his debut with the Minnesota 

Orchestra in 1993, and he has 

recorded the Jennifer Higdon Viola 

Sonata and the Viola Concerto by 

David Pinko. As a chamber musi­

cian, his most recent recordings are 

the complete viola quintets of 

Mozart with the Fine Arts Quattet, 

released in July 2002 on the Lyrinx 

label. He has been heard in broad­

casts collaborating with Yefim 

Bronfinan, Lynn Harrell, Joseph 

Silverstein and Schlomo Mintz. He 

is a former member of the Fine Arts 

Quattet, and regularly appears at the 

Linton Chamber Music Series in 

Cincinnati, the Suzuki & Friends in 

Indianapolis, and is the newest addi­

tion to the faculty at Butler 

University holding the position of 
Artist-in-Residence. Michael is an 

avid sports fan (Go Pacers!) and 

loves to cook. His wife, cellist 

Cathleen Partlow Strauss, is Director 

of Public Relations for the 

International Violin Competition of 

Indianapolis and they have two chil­

dren, Jacob and Dana, who also love 

sports and music. Michael plays a 

Matteo Albani viola from Balzano, 

Italy in 1704. 

Beverly Scott, Acting Associate 

Principal, was born in Greensboro, 
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NC and earned master of music 
degrees in both viola and piano at 
Indiana University. His major 
teachers have included Georges 

Janzer and Laurie Kennedy on 

viola and Jorge Boler and Hans 

Graf on piano. Prior to joining 
the Indianapolis Symphony 
Orchestra as assistant principal 
viola in 1981, he was principal 

violist and soloist for three seasons 

with the Orquesta Sinfonica 

Nacional, the Costa Rican 
National Symphony. He was also 
a member of the string quartet 

and on the piano faculty at the 

Costa Rican Universidad 

Nacional. He is an active chamber 

musician and in 1981, founded 
the Scott Chamber Players along 
with his wife, pianist Sylvia Scott, 
his brother, cellist Perry Scott and 

sister-in-law, violinist Lisa Scott. 

They are the resident chamber 

ensemble at the Indianapolis 
Museum of Art and have recorded 
on the CRI label. He and Sylvia 
have two talented sons, a cellist 

and violinist. 

Amy Kniffen, Acting Assistant 
Principal, became a member of 
the viola section of the 

Indianapolis Symphony Orchestra 

in May 1998. Originally from 

Spartanburg, South Carolina, she 
earned her undergraduate and 
Masters degrees from Temple 
University in Philadelphia, and a 

professional studies certificate 

from the Cleveland Institute of 

Music. Her major teachers were 
Robert Vernon, Emanuel Vardi 
and Leonard Mogill. Before join­
ing the ISO, Ms. Kniffen played 
in the New World Symphony in 

Florida and the Ohio Chamber 

Orchestra. She has been a partici­
pant at summer festivals in 
Spoleto (Italy), Tanglewood, 

Blossom, and the National 

Repertory Orchestra with which 
she also performed as soloist. 
Away from music, Amy enjoys 
photography, fencing, Jane Austen 
novels and roller-blading. 

Nancy Agres has been a member 
of the viola section of the 
Indianapolis Symphony Orchestra 
since 1987. A native of Spokane, 

Washington, she holds a Bachelor 

of Music degree from Indiana 

University and also studied for 
two years at Boston University. 
Her major teachers include David 
Dawson, Bernard Zaslav and 
Roman Totenberg. Before coming 

to Indianapolis, Ms. Agres played 

in the Milwaukee Symphony 

Orchestra and was principal vio­
list of the San Diego Symphony 
Orchestra. In addition to her per­
formances with the Indianapolis 

Symphony Orchestra, she has 

been heard often as a chamber 

musician, principally with the 
Ronen Chamber Ensemble and 
the Spring Mill String Quartet. 
Ms. Agres has represented her col­

leagues in the Orchestra as a 

member of the Orchestra 
Committee, including a term as 
Chair. She has held several terms 
as the Orchestra's delegate to the 
International Congress of 

Symphony and Opera Musicians 

(ICSOM). She and her husband, 

Sam, a visual artist and contra­
bassist, are the parents of one 
daughter, Kathleen. When not 
involved in music, Ms. Agres 
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enjoys cooking and gardening. 

Ruth Critchley Boerner became a 
member of the Indianapolis 

Symphony Orchestra in 1970. The 

native of Buffalo, NY, attended the 

College-Conservatory of Music of 
the University of Cincinnati and 
graduated from the North 
Carolina School of the Arts. Her 

major teachers included Emile 

Simonel, Peter Kamnitzer and 

Scott Nickrenz. While in North 
Carolina, she played with orches­
tras in Charlotte, Greensboro, 
Winston-Salem and Asheville. She 

and her husband, Symphony con­

trabassist Henry "Bud" Boerner, 

are the parents of three children. 
She enjoys playing chamber music 
and walking, but admits that 
much of her time these days is 

taken up by being "taxi driver" for 

her children. 

Stephanie Jong was born in Taiwan 
and was a scholarship student on 
violin at the Royal Conservatory in 

Toronto, studying with Lorand 

Fenyves, and at McGill University 

in Montreal, under the tutelege of 
Denise Lutien. She switched to 
viola in 1997 and earned a Master 
of Music degree from Northern 

Illinois University where she 

worked with the Vermeer Quartet. 
She has also studied with Li-Kuo 
Chang, associate principal viola of 
the Chicago Symphony Orchestra, 
and Lisa Boyko, violist of the 

Cleveland Orchestra. Before com­

ing to Indianapolis, Ms. Jong was a 
member of the Louisville Orchestra 
and had played in the Illinois 
Symphony, the Rockford 

Symphony and the Beloit Janesville 
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Symphony Orchestra. 

When not on stage, 

Stephanie enjoys reading. 

She is married to cellist 

Jian-Wen Tong, also a 

member of the 

Indianapolis Symphony. 

Terry E. Langdon became 

associate principal viola of 

the Indianapolis 

Symphony Orchestra in 

1979, and now performs 

as a section viola. Born in 

New York City, she holds 

degrees from Indiana and 

Yale universities and has 

studied with Gyorgy Janzer 

and Raphael Hillyer. 

Before coming to 

Indianapolis, she was prin­

cipal viola with the 

Owensboro Symphony 

and played in the viola sec­

tions of the Buffalo 

Philharmonic, the New 

Haven Symphony and the 

Aspen Festival Orchestra. 

She and her husband John, 

a biology professor at the 

University of Indianapolis, 

are the parents of three 

children. She is active as a 

viola teacher and coach 

and as a volunteer at her 

church and her children's 

schools. Knitting, sewing, 

cooking and writing are 

her favored hobbies. 

Eva Lieberman was born 

in Teplice in the Czech 

Republic and received her 

musical training at the 

Prague Conservatory. She 

studied with Vladimir 

Reiser in Prague and, after 

coming to the United 

States, with Daniel 

Majeske in Cleveland and 

Alan De Veritch in Los 

Angeles. Very active as a 

performer in the Los 

Angeles area, she played 

with the La Jolla 
Chamber Orchestra and 

the San Diego Symphony 

before joining the 

Indianapolis Symphony 

Orchestra in 1981. The 

mother of two children, 

Ms. Lieberman is an avid 

reader and also enjoys 

gardening and knitting. 

Marjorie Rupp joined the 

viola section of the 

Indianapolis Symphony 

Orchestra in 197 4 after 

previous orchestra experi­

ence with the Antwerp 

Philharmonic, the 

Louisville Orchestra and 

the Oklahoma City 

Symphony Orchestra. 

Born in Philadelphia, she 

holds degrees from the 

State University of New 

York at Fredonia and the 

University of Louisville. 

Her major teachers have 

included Sanford 

Reuning, Homer 

Garretson and Leonard 

Mogill. Ms. Rupp is past 

president of the Altrusa 

Club of Indianapolis and 

a leader in her church. 

Her three dogs hold a 

special place in her life, 

and she enjoys gardening, 

reading, painting and col­

lecting figurines of people 

or animals playing the 

viola. 8 
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By David 0. Brown 

Bach: Sonata for Violin and 

Continue (BWV 1023); 

Beethoven: Sonata Op. 24 
(Kreutzer); Kreisler: Preludium 

and Allegro; Cavatina; Gypsy 

Caprice; Bach: Prelude from 

Partita #3 (BWV 1006); Oscar 

Shumsky, violin; Robin 

Sutherland, Piano; 

Vestige Classics 

At a recent meeting with Eric 

Shumsky, Oscar's son, one of the 

world's great violists, he gave me 

this CD of a live concert his father 
gave in Berkeley, CA in 1982. I list 

it here not only because of Oscar's 

superlative performance but main­

ly because he was selected by 

William Primrose as first violinist 
with the Primrose Quartet when 
he was still in his 20s. Most people 

regard that quartet as one of the 

finest groups that ever performed. 

The sound is excellent and you 

will hear Oscar announce the final 

Bach piece in his beautiful speak­
ing voice. If you are a lover of fine 

string playing you must put this 

disk in your collection. 

Bach: Six Cello Suites; Erik 

Shumsky, viola; 
Vestige Classics (2 record set) 

I regard this accomplishment by 

Mr. Shumsky as top notch playing. 

Mr. Primrose regarded the 6th 
Suite as all but unplayable; this has 
little trepidation for Mr. Shumsky 

who plays with great elan. Another 

recording to add to your list. 

Bartok: Viola Concerto; Cantata 

Profana; Four Slovak Folk ~ongs, 

Folk Songs; Eight Choruses; 
William Primrose, viola; New 

Symphony Orchestra, Tibor Serly, 

conductor; Concert Choir; 
Margaret Hillis, conductor; and 

others. Bartok Records 1309 

Even if you have the excellent LP 

of this first recording of the Bartok 

Viola Concerto with Mr. Primrose 

you certainly will want to get this 
remastered version with some 

added works for chorus. I have 

lived with the LP for over 40 years 

and always thought it as a supreme 

achievement in recorded sound. 

There are at least two new editions 
of the viola concerto, the last work 
written by Bartok and left in pieces 

to be constructed by Mr. Serly 

with help from Mr. Primrose. One 

is arranged by Peter Bartok and 

Paul Neubauer and another by 
Csaba Erdelyi. I still think that this 

recording by Mr. Primrose as being 

most dear to my heart. 

Bartok: (Ed. Erdelyi) Viola 

Concerto; Berlioz: Harold in Italy; 

Csaba Erdelyi, viola; New 
Zealand Orchestra, Marc Taddei, 

conductor. Concordance 03 

... His (Erdelyi's) performance is an 

absolute cracker ... I find the per­
formance of the Liszt version (of 
Harold) with the splendid Ian 
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Hobson more compelling. This 

CD is a must for Bartok and viola 

enthusiasts, however ... 

Tully Potter, Strad 

Bjarne Brustad: Fantull Suite; 

Eventyr Suite; Sonata #3, Four 

Caprizzi; Lars Anders Tomter, 

viola; S0lve Sigerland, violin; 

Simax PSC 1229 

... The Four Caprizzi for violin and 

viola enjoy Mozartean levity, expe­

rienced with a gruff, Bartokian 

humor; They join the Mozart vio­

lin and viola duos in a genre poor­
ly represented ... Simax has given 

them an excellent sound ... This 

one is well worth your attention. 

Martin Anderson, Strad 

Clarke: Viola sonata; I'll Bid My 
Heart Be Still; Midsummer Morn; 
Passacaglia; Morpheaus; Untitled; 

Chinese Puzzle, Lullaby (1907); 

Lullaby (1913); Daniela Kohner, 

viola; Holger Binder, piano; 

Coviello Classics 50202 

Kohner's performances are never 

less than competent ... provides a 

nice overview of Clarke's composi­

tions for her own instrument. 

Carlos Maria Solare, Strad 

The Devil's Thrill: Tartini: Sonata 

for Violin and Keyboard "The 

Devil's Trill"; LeClair: Sonata for 

Violin Op.9 #5; 
Locatelli: Sonata for Violin and 

Keyboard Op.6 #12; Paganini: 
Sonata #1; Mela Tenenbaum, vio-



lin; Richard Kapp, piano 

Ess.a.y. CD 1078 

The Devil Made Me Do It: 

Tartini: Sonata for Viola and 

Keyboard "The Devil's Trill"; 

LeClair: Sonata for Viola Op.9 
#5, Locatelli: Sonata for Viola and 

Keyboard Op. 6 #12; Paganini: 
Sonata #1; Mela Tenenbaum, 
viola; Richard Kapp, piano. Ess.a.y. 

CD 1079 

Your eyes have not deceived you and 

I did not make a mistake with the 

listings. I grouped the disks together 

because in reality, in the two records 

the artists are playing the same 
music, albeit a fifi:h lower for the 

viola. In Prague where the two artists 

Mr. Kapp and Ms. Tenenbaum 

recorded the four sonatas in one day, 
an off hand remark by Ms. 

Tenenbaum who said, "Wouldn't it 
be interesting to record these sonatas 

on the violi' was quickly taken up 

by the usually adventurous and tal­

ented Mr. Kapp. A borrowed viola 

and adjustments to the piano parts 

and it was done. I am very familiar 
with the talents of Ms. Tenenbaum 

through her many solo recordings 

for Mr. Kapp's recording company 

and with her duties as concert mas­

ter of the chamber orchestra that 

Mr. Kapp leads. She ranks near the 

top with both of the instruments she 

plays. Her violin playing is warm, 

technically superior and her phrasing 

exemplary. I must admit, while it 

took some time to get used to the 

timber change, her artistry won me 

over. I'm always happy to hear 
new repertoire for the viola no mat­

ter where it comes from. My sincere 

congratulations to the two artists. 

These are my recordings of the year. 

Jackie T. Gabel: Whale Hunt 
Dream; Heskel Brisman: Sinfonia 

Concertante for Viola and 

Orchestra; Philip Koplow: Elegy 

for Viola "Martin Luther King, 

Jr."; Frank G. Stewart: Concerto 
for Viola; Karen Dreyfus, viola; 

Silesian Philharmonic Orchestra; 

Jerzy Swoboda, conductor 

MMC Recordings MMC 2079 

Ms. Dreyfus plays so well with 
her usual warm tone and sensitive 
playing, and as there is a serious 

need for new viola works, I hate 

to inject a negative response to 

this disk. The melodies meander, 

the harmonies are suitably com­
plex, but the compositions seem 
to be searching for something 

meaningful to say. The only work 

I connected with, was the "Whale 

Hunt Dream''. 

Loefller: 2 Rhapsodies; 5 Songs: 
Reverie en Sardine, Le rossignol, 

Harmonie du soir, La lune 

blanche, La chanson de Ingenues; 

Pierne: sonata da camera; DuruBe: 
Prelude, recatif et variations; 

Douglas Paterson, viola, William 
Dazerley, baritone; and others 

ASV CD CA 1139 

In the two Rhapsodies for oboe, 

viola, and piano, Loeffier shows 

himself to be strongly allied with 

Debussy, and more fundamental­

ly, with Faure. The real magic in 

these variously elegant and 

strongly rhetorical pieces is the 

way they offer a vague but telling 
Russian melancholy. The 5 Songs 

for voice, viola, and piano ... are 

similarly French based and simi­

larly eclectic ... William Zagorski, 
Fanfare 

Melancoli: Kodaly: Adagio; 
Dowland: If my complaints could 

passions move; Britten: 
Lachrymae; Part: Spiegel im 

Spiegel; Joplin: (Atr. Atnold): 

Solace; Kvandal: Elegie; Bloch: 
Meditation and Processional; 

Liszt: Valse oubliee No.1, 

Romance oubliee; Brahms: 
Spruch; 2 Lieder Op. 91; Morten 
Carlsen, viola; Sergei Osadchuk, 

piano; Marianne Beate Kielland, 

mezw soprano; 2L 2L1 

First of all I should mention that 

2L is the name of the company 

that publishes this disk and 2Ll is 

its number. A friend in Norway 
sent this to me knowing of my 
viola collection. I was most 

pleased to learn about another 

fine violist that is performing in 

Norway. I previously received an 

excellent recording of Lars Anders 
Tomter. Both of these artists 

deserve the highest praise for put­

ting Norway on the viola map 

and for their superior talent. Mr. 

Carlsen plays a 1980 viola made 

in Mittenwald by Y. Homma. Its 

mellow sound suggested a much 

older instrument. The tide of the 

record tells us of the introspective 

nature of the cd ... Having 7 ver­

sions of the Brahms songs with 

viola obbligato in my collection, 

sung by some of the world's finest 

singers I'm afraid that Ms. 

Kielland has a voice in the devel­

opmental stage. In his extensive 

review for Fanfare magazine in 

the Nov/Dec 2002 issue, Martin 
Anderson says the disk is "well 
worth investigating". 

Mozart: Divertimento for String 

Trio K 563; Duo #2 K 424; Scott 
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Dickinson, viola; Marianne 

Thorsen, violin, Kate Gould, cello 

Musical Heritage Society 516946 

Two of my very favorite Mozart 

compositions receive a most 

absorbing and illuminating per­

formance. This group is new to me 

although the excellent notes tell 
me that they have been performing 

together since 1991. All three are 

teaching in England and I look 

forward to their continued success 

in the chamber music field. The 

sound originally recorded by 
Hyperion in England is extraordi­

nary m every way. 

Mozart: Sinfonia Concertante K 

364; Concerto for Violin, Piano 

and Orchestra K. Anh. 56 (315f) 
(Reconstructed by Philip Wilby); 

Nobuko lmai, viola; Midori, vio­

lin; Christopher Eschenbach, 

piano and conductor; NDR 

Symphony Orchestra SK 89488 

I have listened to this recording 
several times and I agree with 

other reviewers that something is 

seriously wrong with this interpre­

tation. One review said that Ms. 

lmai was at fault and another that 
Midori bares the blame. I feel that 

Midori is definitely miscast as vio­

lin soloist. Ms. Imai does her best 

to cater to the wishes of the violin­

ist but clearly she should have got­

ten Midori to work up to her stan­
dard. Midori several times enters 

or leaves her part so softly so that 

it is almost inaudible. In the last 

movement when she finally gives 

her all to her part it is rather stri­
dent. It's a shame because the 

North German Radio SO is excel­

lent and Mr. Eschenbach has sup-

plied the soloists with superb sup­

port. The engineers have supplied 

us with equally fine sound. 

Mozart: Trio K 498 (Kegelstatt); 

Schumann: Marchenerzalungen 

(Fairy Pictures); Brahms: Trio; 

Igor Oistrakh, viola, Valeri 

Oistrakh, violin; Natalia 
Zertsalova, piano; 

MCA Classics AED 10209 

The first two trios are more 

famous with clarinet instead of the 

violin, and in the Brahms, the 
viola is used instead of the horn. 

The excellent notes by Victor 

Ledin tell us the first editions stat­

ed that the usage of either instru­

ment was possible. This is strictly a 

family affair. Igor Oistrakh (son of 
David) is joined by wife Natalia 
Zertsova and son Valeri. This the 

only recording I could find in the 

record catalogues using this instru­

mentation. Once you get used to 

the different instruments I find 
this a beautiful recording. 

Paganini: 24 Caprices; Emanuel 
Vardi, viola; Vestige Classics 

Recently, I received a pre-publica­
tion CD of the soon-to-be-released 
remaster of a recording which I 

have owned on LP for several 

decades. A personal letter from Mr. 

Vardi accompanied the disc which 

I will treasure always. It was origi­
nally recorded by Epic (Columbia) 

in the 1960's. There have been vio­

lists, such as William Primrose, 

who played several of the Caprices 

going back to the 1930's but Vardi 

was the first to put all 24 on disc. I 
marveled at this recording when it 

first came out and still do today. I 
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believe I own a copy of every 

recording made by Mr. Vardi and I 

sincerely believe that there are few 
soloists today who can match his 

extraordinary technique and supe­

rior tone quality. If you truly love 

the viola, it should be in your 

record library. It has been remas­

tered and sounds like it was 
recorded yesterday. It is a monu­

mental recording - buy it now. 

Rolla: Sonatas for Viola and Bass; 

Duet for Viola and Cello; 3 

Esercizii; Alexander Besa, viola; 
Marco Mosca, cello; Supraphon 

su 3616-2 

... The recording does the composer 

justice, the two musicians being fine 

musicians, comfortable with their 
instruments and with their respective 

scores. They play marvelously, with 

great gusto, ability and finesse ... 

Laura Ronai, Fanfare 

Schumann: Marchenbilder; Piano 

Quintet; Andante and Variation; 

Fantasiestiicke; Nobuko lmai, 
viola; Martha Argerich, piano; and 

others; EMI 5 57308 2 

... The charming Marchenbilder are 
well played ... My first impression 
in hearing the Quintet was that it 

was the most exciting performance 

I have ever heard ... it was recorded 

live in concert ... the recorded 

sound, complete with enthusiastic 
audience applause, is vivid and real. 

Susan Kagan, Fanfare 

Shostakovich: Viola Sonata; Violin 

Sonata; Shlomo Mintz, viola and 
violin; Viktoria Postnekova, piano; 

Elatus 0 927 49812-2 

... violin and viola sonatas in thor-



oughly idiomatic if occasionally 

muffled performances. There's an ... 

intensity to the playing here, a 

concrete edge too, that frames the 

turbulent, deracinated emotions to 

bleak perfection. Demanding but 

rewarding. Michael Quinn, 
Gramophone 

Villa-Lobos: Duo for Violin and 

Viola; String Trio; Deux Choros 

for Violin and Cello; Choros for 

#2 for Violin and Cello; Jiirgen 

Weber, viola: and others; 

CPO 998 827-2 

... Hans Kolofusz and J iirgen Weber 

are well matched in the Duo ... with 

skill and subtlety color ... 

Robert Stowell Strad 

Viola Romantic Fantasies: 

Reinecke: Fantasiestiicke; P. 
Scharwenka; Sonate fantasia; 

Joachim: Theme and Variations; 

Introducing 
2 new compositions 
for the serious violist 

by American composer Sarah DuBois 

3 movements for solo viola 
"Compel1ing harmonies and rhythms" 

Sonata for Solo Viola 
"Contemporary with classic form" 

To order: 

Available only at Shar music 
$7.50 each plus shipping 

Toll Free by Phone: 1.800.248.shar (7427) 
Secure Web Order: www.sharmusic.com 

R. Fuchs: Phantasiestiicke; Jutta 

Puchhammer-Sedillot, viola; 

Elise Desjardins, piano; 

Edectra ECCD-2060 

... The violist and pianist adjust their 

performances to the very different 

demands these works make on 

them ... Recommended, principally, 

though not exclusively, to viola afi­
cionados and to the inquisitive. 

Robert Maxham, Fanfare 

Viola and the Winds: Jerzy 

Sapieyevsky; Concerto for Viola 

and Winds; Holst: Terzetto; 

Anthony Plog: Four Miniatures 

for Viola and Winds; Karl Kohn: 

Colla Voce; James Dunham, viola; 

Westwood Wind Quintet, Jack 

Saunders, guitar; 

Crystal Records CD647 

I've had most of these works on LP 

since it was available in the early 

1980's. I thought that 

James Dunham was an 

excellent violist and that 

the program was most 

interesting. I remember 

that the entire record was 

about 37 minutes, not 

really enough to put on a 

CD. Mr. Christ, the oboist 

on this record is also the 

owner of Crystal Records 

and has put out quite a 

number of viola records. A 

work for viola and guitar 

was added to fill the pro­

gram but still the total 

time of the disc is only 

46.24. I hope lovers of the 

viola with overlook the 

time factor and avail them­

selves of a very interesting 

recording. 

Walton: Concerto for Viola, 

Britten: Concerto for Violin; 

Maxim Vengerov, viola and violin; 

London Symphony Orchestra, 

Mstislav Rostropovich, Conductor 

EMI 557510-2 

... here you have some of the most 

ravishing string playing I have ever 

heard in either of these master­

pieces ... just as much .. .in the larger 

instrument as the violin. Here, 

again, above the stave brings many 

moments of total magic. 

Edward Greenfield, Gramophone 

[Note: I believe this is the debut 

performance of Mr. Vengerov on 

the viola.] 

Telemann: Concerto for Viola; J.C. 

Bach: Concerto for Viola; Vivaldi: 

Concerto for Viola (Arr. from Lestro 

Armonico); Britten: Lachrymae (Arr. 

for Viola and Strings); Bruch: Kol 

Nidre (Arr. for Viola and Strings by 

Eric Shumsky); Eric Shumsky, viola; 

Dorel Pascu-Radulescu, conductor; 

Concerto Orchestra-Bucharest 

Vestige Classics 

This is a lovely, lovely disc. Eric 

Shumsky is one of my all time 

favorite violists for solo as well as 

chamber recordings. This may be 

his first solo recording with orches­

tra. The Concerto Orchestra is 

made up of a very talented group 

of young musicians under the 

leadership of its founder Mr. 

Pascu-Radulescu. Mr. Shumsky 

ends with two melancholy works 

and the last one reminded me of 

my days as a professional singer 

performing the Kol Nidre in 

Temple in the mid-west and Long 

Island. Highest recommendation. B 
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www. music. u i u c. e d u 

Michael Cameron 
boss, Chair 

Rudolf Haken 
viola 

Laurien Laufman 
cello 

Sherban Lupu 
violin 

Peter Scholler 
violin 

Ann Yeung 
harp 

member of The Notional Association of Schools of Music since 1933 

Lucia Liu , Ster•e11 -411sell, .\1ichael Reyualds, a11d Perer Za~~{sky 

Violin Viola D ouble Bass 

Lynn C hang *Steven AnseU *Edwin Barker 

[hyla Keyes "'Michelle LaCourse *James Orleans 
*Lucia Lin *Michael Zaretsky *Todd Seeber 
*Malcolm Lowe Cello *John Stovall 
Dana Mazurkevich 

*Jules Eskin 
*Lawrence Wolfe 

Yuri MazurkeYich 
George Neikrug 

* lkuko Mizuno 
Leslie Parnas *Bosro11 ympho11y 

R oman Totenbcrg Michael R eynolds Orchesrm .\ fer11ber 
Peter Zazof.~ky 

DaYid Sayer "' Chnirmn11, Srri11<~ 
Depnm11em 

A" equal npportu11ity, t~{1lrmati1Je aaion instinuion. 

School 
UNI VE RSI TY OF ILLINOIS 

MUSIC 
AT U RBANA-C HAM PA I GN 

KARL KRAMER , DIR EC TOR 

The School of Music is proud to 
announce the addition of the 
members of the Pacifica Quartet 
to its distinguished full-time facu lty. 

Mosumi Per Rostad, viola 
Simin Ganatra, violin 
Brandon Vamos, cello 

Sibbi Bernhardsson, violin 

College of Fine and Applied Arts 
UNIVERSITY OF ILLINOIS AT URBANA-CHAMPAIGN 

BOS T ON UNIVERSITY 

SCHOOL OF MUSIC 

STRING PERFORMANCE 

B . M ., M.M., D . M . A . 

ART I ST DI PLOMA 

PE R FO R MAN C E D IP LOMA 

In residence si nce 1983, the Muir String Q uartet has 
long been acknowledged as one of the world's most 
powetful and insightful ensembles, distinguishing itself 
among audiences and critics with its "exhilarating 
involvement" (B 0$1011 Globe), "impeccable voicing and 

intonation" (San Francisco Exa111ine1), and "unbridled 

musicali ty" (A merican R ecord C 11ide). 

For m ore information, con tact: 
Brad Peloquin, 

Director of Admissions 

Boston University School of Music 

833 Commonwealth Avenue 

Boston, MA 022 15 
800- 6-+3- -+796 or 6 17-353-33-+1 
cfarrrrrsic@brr. edrr 
!Vlllll!.brr.edrr / CFA 

BOSTON 
U NIVERS ITY 

C OLLEGE of 

Fine Arts 
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Seller: 
Phone: 
Email: 
Asking Price: 
Maker: 

Date made: 

Back Length: 
String Length: 

Seller: 
Phone: 

Email: 

Asking price: 
Maker: 
Date made: 
Back length: 

String length: 

Seller: 
Phone: 
Email: 
Asking price: 

Ad Index 

Linda Kirkwood 

585-243-4429 
lwkirkwood@frontiernet.net 
$10,000 

James R. Coggin, 

New York City 

1970 (No. 13) 
16-3/4 inches 
14-1/2 inches 

Chris Wienandt 

817-946-8777 (cell) 

cwienandt@dallasnews.com 

$15,000 negotiable 
Otto Erdesz 
unknown 
16-112 inches 

14-3/4 inches 

Michaela Herrmann/Burl J. Shetzer 
512-267-3989 
bshetzer@hotmail.com 
$10,000- $12,000 

American Viola Society ..................... 64 
Aspen Music Festival & School ............... 44 
AVS History & Reference Guide .............. 44 
Baldwin-Wallace College .................... 40 
Boston University .......................... 85 
Bowling Green State University ............... 44 
California Summer Music ................... 70 
Carleen Hutchins .......................... 64 
Claire Givens Violins, Inc .................... 32 
Cleveland Institute of Music ................. 13 
Connolly & Co., Inc. ....................... 14 
D'Addario ................................ 16 
Dampits, Inc .............................. 70 
Eastern Music Festival ...................... 23 
Geoffrey Ovington ......................... 15 
Henry Mancini Institute .................... 24 
Heritage Insurance Services ................... 9 
History of the Viola ........................ 70 
Hugo Kauder Competition ................. IFC 
Joseph Curtin Studios ...................... 36 

Maker: 

Date made: 

Alfons F. Vavra, Prague, Tertis type 

1954 
Description: Viola: Length: 401 mm, Upper 
Width: 196 mm 
Middle width: 143 mm 

Lower width: 

Bow: 

Weight: 

252mm 

H.R. Pfretzschner, Length730.5 mm, 

69.7 grs, Ebony/Silver mounting, 
Parisian eyes, three-piece adjuster, 
silver grip and ivory tip. 

Price: $2,000 - $2,800. 

Viola and bow in excellent condition. 

Violas for Sale ads may be placed on the AVS Website 
and cost $20 for members and $40 for non-members. 
Please send your printed ad along with payment in US 
funds to: AVS, Madeleine Crouch, 13140 Coit road, 
Suite 320, LB 120, Dallas TX 75240-5737 Besure 
to include the following information: Seller's name, 
Address or contact information, Telephone, Email 
address, Asking price, Maker, Back length, String 
length, Date made, Description 

Joseph F. Conrad II, Luthier .............. 44, 64 
Latham Music, Ltd ......................... 32 
Manhattan School of Music .................. 39 
Moes & Moes ............................. 47 
New York University ....................... 69 
Oxford University Press .................... IBC 
Penn State University ....................... 35 
Primrose International Viola Archive ............ 2 
RBP Music Publishers ...................... 70 
Robertson & Sons ......................... 32 
San Francisco Conservatory of Music ........... 48 
Sarah DuBois ............................. 84 
Shar Products ............................. 46 
The Sight of Music ......................... 53 
University of California ..................... BC 
University of Illinois ........................ 85 
Viola World Publications .................... 54 
Warner Bros ................................ 4 
William Harris Lee & Co., Inc ................ 80 
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American Viola Society 
The American Viola Society (AVS) was founded for the promotion of viola performance and research. A VS membership 
includes two print issues of the Journal of the American Viola Society, published in November and March, and an online­
only issue released in July. Your personal and financial support through AVS membership is appreciated! 

Personal Information (students, please use your permanent address) 

DNew Member DRenewal DChange of Address (the Journal of AVS cannot be forwarded!) 
D My address/telephone nwnber/email have not changed since last year. 
Do you wish to be included in the online and print teacher directories? DYes D No 
Do you offer AVS members a one-time discount (suggested 50% oft) on your private lesson fee? DYes DNo 

FirstName _________________ LastName -----------------

Address ----------------------------------------------City/State/Zip or Postal Code _______________________________ _ 
Country ___________________ Home Phone ___________________ _ 
VVorkPhone Fax ________________________ _ 
Email Website _____________________ ___ 

0University Professor 

D Professional Orchestra 

D Professional Chamber 

D Freelance/Independent 

Dschool Teacher 

Affiliations (check all that apply) 

Dstudio Teacher 

Dstudent 

D Library/Institution 

D Amateur/Hobbyist 

DRetired 

DMusic Business Dother (specify)------------------------

0 From time to time, the A VS makes its mailing list available for other viola/music -related mailings. If you do not wish to 
receive these mailings, check this box. 

National Teacher Directory Information (teachers, please complete the following) 

The A VS National Teacher Directory is published each year in both print and online formats as a resource for parents and 
students. The online version includes only the teacher's name, telephone number, and email address, as well as teaching and 
affiliation information. 

Levels of instruction (check all that apply): 

DBeginner DAdvanced DProfessional 

D Intermediate 

Specialization(s) (check all that apply): 

D Suzuki Instruction 

DProfessional Tune-Ups 

Dchamber Music 

Affiliation(s) (check all that apply): 

OPrivate Studio 

DPublic School Teacher 

Dcollege!University 

D Orchestral Audition Preparation 

DPopular/Jazz/Folk Styles 

Dother (please specify)----------------

Dcommunity Music School. _______________ _ 

DCollege or University---------------------­

Dschool VV ebsite ---------------------



Membership Dues 

0Referred by ---------------------------<Print name of A VS member.) 

0$42 Regular Membership 0$47 International Membership 

0$21 Student Membership (Residing outside the U.S.) 

0$52 Joint AVS/Canadian Membership 0$30 International Student Membership 
(includes both JAVS and CVS newsletter) (Residing outside the U.S.) 

0$21 Emeritus Membership* 0$42 Institutional Membership 

*(those age 65-plus who have been a regular member for a minimum of8 years) 

0Group Membership Rates (five or more applications submitted together, no online registration) 
__ $36 Regular Membership __ $18 Student Membership 

0Additional Gift Membership: Half price regular membership ($21), must be accompanied by your regular membership 
renewal. We will acknowledge your gift to the person you list below: 
First Name Last Name----· 
Company __________ _ 

Address ---·------ ----------------------
City/State/Zip or Postal~~~~---------·--------------------------------------
Country Home Phone ___ . ------------- __ _ 
Work Phone ___ __ 
Email ___________________ _ 

A VS Local Chapter Dues: 
Membership in A VS local chapters is optional and must be accompanied by membership in the AVS National 

organization. Please check all that apply. All dues sent with this application payable to the A VS. 

Arizona Viola Society 
0$10 Regular 
0$ 5 Student 

Iowa Viola Society 
0$10 Regular 
0$ 5 Student 

Minnesota Viola Society 
0$ 8 Regular 
0$ 4 Student 

NC Viola Society 
0$20 Regular 
0 $1 0 Student 

$ A VS National Dues 
$ Chapter Dues 

Northern CA Viola Society 
0$10 Regular 
0$ 5 Student 

Ohio Viola Society 
0$10 Regular 
0$ 5 Student 

Oregon Viola Society 
0$10 Regular 
0$ 5 Student 

Palmetto Viola Society (GA/NC/SC) 
0$10 Regular 
0$ 5 Student 

Payment Enclosed 

Rocky Mt. Viola Society 
0$10 Regular 
0$ 5 Student 

Utah Viola Society 
0 $1 0 Regular 
0$ 7 Senior 
0$ 5 Student 

Viola Club of DC/MD & VA 
0$10 Regular 
0$ 5 Student 

Seattle Viola Society 
0$15 Regular 
0$ 5 Student 

$ I wish to make a donation to the Primrose Memorial Scholarship Fund* 
$ I wish to make a donation to the A VS Endowment Fund* 
$ TOTAL (*Donations to the AVS are tax-deductible as allowed by law.) 

0 Check or money order in U.S. funds payable to the American Viola Society enclosed 

0 MasterCard OVisa 0American Express: 
Credit Card# ____________________ Expires ____ _ 
Name on Card 

Send application and payment to: 
American Viola Society 

13140 Coit Rd, Suite 320 LB 120 
Dallas, Texas 75240-5737 USA 

(972)233-9107 ext. 204 Fax (972)490-4219 
Join online at www.americanviolasociety.org! 



NEW 

BARTOK'S VIOLA 
CONCERTO 
The Remarkable Story of 
His Swansong 
DO ALD C. MA H. ICE 
This vo lume tells the intrigu­
ing story of 13ela Bartok'::; viola 
coiH't' ltu. a 1 ork left unfin­
ished at hi s death in 1945. 
Drawing on interviews and 
documents that revea l previ­
ous ly una va iJaJJie inJormation. 
it di scusses lh t: cummis "iun. 
the reconstruction by Tibor 

FROM 

Bartok's 
Viola Concerto 

ll07'.1AIIl \ t Al IUC I-. Serly. events leading up to the c_ ___ _______ _J 

prPmiP.rP. ils rf'ceplion ovPr lhP sPcond half' of' the Lwenli e th 
century. the revis ions .. and future pos ibi li ti e . 

(Studies in J\1/usical Genesis a111l Stmelllrr') 

272 pp. $60.00 

FORD 
NEW IN PAPERBACK! 
Winner of the ASCAP-Deems Taylor Award 

BACH'S WORKS 
FOR SOLO VIOLIN 
Style, Structure, 
Performance 
JOEL LE TER 
".J oe l Lester is ont- uf 
A meri l'i:l ·.- leaJ i ng Lheorists 
anJ ana lysts of rnusic .... This 
book is ric hl y informativf' 
and ins ighLful. aiJunJi:l ntly 
Ji;;pl i:lying Lt>5 ter's IP-arni ng 
and analytical talents.'' 

- Robe rt L. Mar ·hall. 
Brandeis Uni vers it .. 

192 pp. $17.95 

,---------------~ 

Jfd'urJ~ 

Components, Mechanism, and Sound 
J ME 13EAMENT 
A .. 11111ing 11 0 . C' if'n lific bac·kgronnd. litis un ique book ex plain · 
not only how a violin produc-es sound bul a l;.:o of ho"' thai 
$Ound c·au;::e,_; whal we hear. Dra\\ ing on extensive experienc-e 
as a pf' rf'ormf' r and c-omposer. Beamenl inc ludf' , down-lo-ea rlh 
advice on sh·ings, maintenance. purchase. and chi ldren' 
instruments. 
264 pp.; 59 lrne illuss paper $26.00 

~A~~G~~-~~-------------
conversations with William Primrose 
DAVID DALTON 

Wit h u foreword by JANOS TAHKER 
"Required rf'ad ing for a ll violists and should he found on I he 
shelws of ert•ry library al i ns li lul ion~ where lhe viola is 
Laugh1 .··-!Votes. 

··TJri ;; n::n1arkabl t> hook is fu ll of' valr1a bl r information aboul 
perfurmam;e problem. on the l'iola and the mr lhodology for 
lhr ir . olution .... The book ce rtainly shoul tl be required read­
ing for all v io li ~l ~, and il is pa rl icularly i ndispen~ab le lo 
teachers a nd sludenls of llw inslrumeni.''- Mau rice \V. Riley, 
American Iring 'lcacher. 

264 pp.; numerous halftones & music examples paper $35.00 

Deception, Forgery, Theft, and Lawsuits in England 
and America 
Second Edition 
BRIAN \V. HARVEY and Cr\ HI.A J . . ' HAPIU> 
··Violin Fraud provide ·· an exct:l lent overview of the pertinent 

lt·gal i~~u t~:; fur anyone contemplating the pu rchaRe or sa le of a 
fin r inslrumeni .''-!Voie.s. 

"The ·11tire uuok ·huuld prm c invaluable a · a gu ide to le!!;al 
ami ethical practice in our fie ld.''-}oumn/ of the American 
Musical ft~Slrwnenl ::>ociety. 

240 pp.; 3 b/w plates, 4 halftones and l inecuts $60.00 

Prices are subject to change and apply in the US. To order, call 1-800-451-7556. OXFORD 
In Canada, 1-800-387-8020. Visit our web site at www.oup-usa.org UNIVERSITY PRESS 



THE UNIVERSITY OF CALIFORNIA 

AT SANTA BARBARA IS PLEASED TO 

ANNOUNCE THE APPOINTMENT OF 

HELEN CALLUS, PROFESSOR OF VIOLA 

DEGREES: BM. MM. DMA 
For further information please contact: 

"Helen Callus is 

a violist of the 

highest caliber" 

-Strings Magazine 

Graduate Advisor at 805.893.4603 or UG Advisor at 805.893.5672 or 
visit the web site at www.music.ucsb.edu 

YOUNG ARTISTS STRJN G QUARTET SCHOLARSHlPS 
Stipend+ Fees • Applications Due: January 15, 2004 
For further information contact: 
Professor Geoffrey Rutkowski, Chair of String Program at rutkowski@music.ucsb.edu 

For more information about the viola program please contact: 
Helen Callus at hcallus@music.ucsb.edu 

STRING FACULTY 
Yuval Yaron, Violin • Geoffrey Rutkowski, Cello 

Neil Garber, Double Bass • John Dearman, Guitar 




