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This unique relief print by artisr 

Siri Beckman was created fro m 

three blocks and overprinred 

many rimes wirh a va ri ery of 

colors. Siri lives in Stonington , 
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her wood engrav ings. More 

recenrly she has spent winters in 

Bayfield , Colo rado, and is 

presently working in o il and 

watercolo r. 



The David Dalton Viola Research 
Competition Guidelines 

The Journal of the American Viola Society welcomes submissions for the David Dalton Viola Research 

Competition for university and college student members of the American Viola Society. 

Entries must be original contributions to rhe field of viola research and may address issues concerning viola lit

erature, history, performers, and pedagogues. Entries must not have been published in any other publica tion or 
be summaries of other works. T he body of the work should be 1500-3500 words in length and should include 

relevant footnotes and bibliographic information. Entries may include shorr musical examples. Entries must be 

submitted in hard copy along with the fo llowing entry fo rm, as well as in electronic format for either PC or 
Mac. Word or WordPerfect format is preferred. All entries must be postmarked by 15 May 2006. 

T he American Viola Society wishes ro thank AVS past pres idenr T homas Tatton and his wife, Polly, for under

writing first prize in the 2006 David Dalton Viola Research Competition. 

Send entries to: 

AVS Office, 14070 Proton Road, Suite I 00, Dal las, TX 75244. 
A panel of viola scholars wi ll evaluate submissions and then select a maximum of three winning entries. 

Prize categories: 

All win ning entries will be featured in the Journal of the American Viola Society, with authors receiving a free 
one-year subscription to the Journal and accompanying membership ro rhe American Viola Society. 

In addition: 
1st Prize: 
2nd Prize: 

3rd Prize: 

$250, sponsored by Thomas and Polly Tatton 
Bartok's Viola Concerto by Donald Maurice and Facsimile edition of the BarTok Viola Concerto 

An Anthology oj'British Viola Players by John White and Con1lersations with William Primrose 
by David Dalton 

David Dalton Viola Research Competition Entry Form 
Please include the followi ng information with your submission to the David Dalron Viola Research 
Competition. Be sure to include address and telephone information where you may be reached during summer. 

Name 

Current Address 

Telephone _____________ Email address _________________ _ 

Permanent Address 

Telephone------------- Email address ___ ______________ _ 

University/College 

Academic Level: Fr I So I J r I Sr I G rad 

Topic--------------- Word Count------------------

C urrent AVS member? Yes I No 

If you are not a current AVS member, please join AVS by including $21 srudent membership dues with your 
submission, along with a membership enrollment form, which can be found in the current issue of JAYS. 

J OURNA L OF T H E AMERI C AN VIOLA SOCI ETY 
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T he Dalton Research Competition 
will take place next month, and 

aga in we are able to offer a cash 
prize to the winner thanks w the 
generosity ofTom and Polly 
Tarton. This Competition not only 
supports the research mission of 
the AVS, but also encourages an 
important skill for today's classical 
musician: the abili ty to communi
cate about musical issues in non
musical ways (i.e. , in writing or 
speech). If you are a university stu
dent, undergraduate or graduate, 
please consider submi tting an arti
cle; if you arc a university reacher, 
please encourage your .students to 
explore this possibili ty. I would be 

happy to speak with any potential 
entrant about his or her topic; 
send an email ro mdane@ou.edu. 

This issue has many articles that 
highlight the "mel ting pot" aspect 
of our membership. O ur "Fresh 
Face" Milan Milisavljevic (Mee-lee
sahv' -luh-vich) is truly a citizen of 

the world who has ended up work-

FROM THE EDITOR 

ing in one of this country's most 
famous melting pots, New York 
City. Luthier Gregg Alf strives 
towards openness of in formation 
among fe llow makers. T he ASTA 
book Teaching and PLaying the 
VioLa was wri tten collectively by 
over a dozen violists. (There's a 
viola joke in there somewhere . .. ) 

T he Viola d'amore Society's list

ing in our announcements wi ll 
undoubtedly be of in tercsr to 

many of our readers. 

T his issue also honors our past in 
several ways with several wri ters 

new to the Journal. James 
Dunham wri tes about one of the 
chestnuts of our repertoire, 
Walton's Viola Concerto, and 
includes an up-to-date, thorough 
annotated bibliography on the 
work. Julia Adams reviews the re
release of Li II ian Fuchs' legendary 
recordi ng of the Bach Suites. 
Philipp Naegele reAects on our col
lecti ve heritage as violists, and 
offers direction in find ing an aes
thetic unique to our instrument. 

The Journal will continue to honor 
the past in the next issue by 

remembering Mil ton Katims. We 
arc plan ning a tribu te made up of 
many individual ones, wri tten by 

those who knew, worked with , or 
were inAuenced by him. If you fir 
into any of these categories, please 
consider writing or sending in 
photographs. For more info rma-

tion about this project, please con
tact me directly at mdane@ou.edu. 

Finally, it is significant that three 
our of four of rhe concerti reviewed 
in Ken Martinson's column this 
issue were composed by extraord i
nary chamber players: Atar Arad 
was in the Cleveland Q uartet <md 

now teaches ar Indiana University, 
while Sally Beamish had an early 
career as a member of England's 
Raphael Ensemble before turning 
her attention to composition. It is 
inspiri ng, and also gives subse
quent players confidence rhar the 
pieces will lie wel l! 

You will also find a registration 

form for rhe upcoming Congress 
in Montreal. Before fixing travel 
dates, it might be interesting to 
note thar there is an I nrernarional 
Violin Competition beforehand, 
and a Grand Prix auto racing evenr 
afterwards. The Grand Prix is fol
lowed up by the Montreal jazz 
Festiva l ... perhaps one should plan 
to stay the month? r: 

Sincerely, 

Matthew Dane 
Editor, Journal of the 

American Viola Society 
Assistant Professor of Viola, 

University of OlJahoma 

0 I.U M E 22 NU M 1:3 ~E:.!.R-'----'1 ____________ _ 
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We are well into 2006 and for m;my of 
us th is can be the busiest time of the 
year. However, 1 would like to encour

age you to take some time roday to 
treat yourself and visit our web site at 
hrrp:/ /www.American ViolaSociety.org. 

Take a look at some of the things we 
have been doing over the past few 
months for our members and get up 

to date on the latest news fi·om the AVS. 

Garth Knox is our new 'artist on the 

road' and has been keeping a diary 
of his thoughts and evenrs for our 
members via the web site. He is a 
fascinating person and one that 
many of us have met at the interna
tional congresses where he is a very 
popular presenter and great expo
nent of contemporary music. You 
can access his diary from the main 
page of rhe web site. 

We were able to launch the BRATS 
Educational program which we hope 
will be a wonderful resource for al l 
viol ists in our ever growing commu
ni ty. For a direct link please go ro: 

fROM THE PRESIDENT 

http:/ /www.americ.'lnviolasociety.org/ 
Education/Brats/Brats.htm or cl ick 
on Education on rhe left of the main 
page. T he program ourlines how to 
host a viola day in your community 
and how to apply for fi.mding from 
the AVS for the event. There are t
shirts for sale and a great BRATS day 
poster to download. l want to th;mk 
the Riley family for allowing us to 

use one of the images from Mau rice 
Riley's "Histo1y of the Viola" for our 
poster. T here is much more to come 
for the program including a note
book and overview of the entire pro
gram and I hope you will continue to 

send your thoughts and ideas to me 
;mel watch our for more details on 
how the program can work for you. 

I would also like to encourage you 
all to visit the web site for the 2006 
International Viola Congress to be 
held in Montreal, 7th-1 1th June. 

Hosted by Jurra Puchhan1mer Sedillot 
the schedule looks to be an exciting 
line up of the very best. Montreal is 

a wonderfu l city and I <Lill sLU'e you will 
be inspired by the artists p;u'ticipating 
and the congress events. Please visit: 
http: //www. violacongress2006.ca/ 
for more in fo rmation. 

Finally, although many of our mem
bers and board members participate 
with ASIA, last year was rhe flrsr 
time in AVS history that we partici
pated as a sociery at the ASTA 
National Conference. Alexis Schultz 
was our 'm;m in the bood1' and reports 

back of great success and many new 
members ro our organization! 

Ar the time of writing many of you 
will have heard that Mil ron Karims 
died on the 27th of February aged 
%. r had the great pleasure of 
knowing Mr. Katims who was a 
great champion of the viola and life
long advocate for the instrument. 

He was a great supporter of violists 
and came back stage many times to 

congratulate me and tel l me a won
derful stOry. I gor the sense rhar he 

just loved to hear rhe viola and 
always came ro many of our viola 
performan ces and events in Seattle. 

I was thrilled that he was honored 
with a special award at the Seattle 
Congress in 2002 by the AVS fo r his 
lifetime achievements. I have fond 
memories of spending the afremoon 
at his condo just norrh of Seattle 
and listening ro his great stories and 
thoughts about the profession and 
looking at all the pictures on the 
wall ofrus tremendous achievements. 
We have lost a grear pioneer [or our 
instrument who will be remembered 

with great fondness. 

In closing I look forward ro hearing 
from you and perhaps meeting some 
of you in person at the Montreal 
Congress. It is always a wonderful 
rime ro be reacquainted wirh old 
friends and to make new ones too. 1 
do hope you will join us! r: 

Yours, 

Helen Callus 
President 
T he American Viola Society 
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originality. a one 

of a kind genius 

that cannot be 

duplicated. Like 

the genius of 

Pinch as 

Zukerman. 

A legend in his own 
time, for all times. 
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strings Pinchas 
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venerable, c. 16 70 

Andrea Guarneri 

viola are Dominant perlon strings. Crafted 

with uncompromising artistry and quality by 

Thomastik -1 nfeld. 

A legend in this time,for all times. 
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~r virtuosi lik e Pinchas Zukerman, and 

all those who wish to bring out a touch 

of genius. 
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Cu/foss, iceland- june 2005. 

~NNOUNCEMENTS 

Montreal International Viola Congress 
7-11 June 2006 
If you haven'r done so already, now is the 

time to register and make you r travel 

plans. See the schedule at http:/ /www.vio

lacongress2006.ca/ ro read abour the 

myriad of perfo rmances, presentations, 

and classes taki ng place! Online registra

tion is possible through the web site, or 

by filling out the registration form print

ed on pages 11 - 12 and ma iling it in ro 

the address printed. The deadline for reg

istration has been moved to May I . 

Dorm ito ry housing is available unti l May 

1 through Congress registration; after 

May 1 housing prices arc subjecr ro 

change, bm rooms can still be reserved as 

available by contacting the dorm directly: 

Residences de I' Universite de Mon treal 

2350, boul. Edouard-Montpetir 

Montreal, QC, H 3T 1]4 
Tel: (5 14) 343-653 1 

Fax: (5 14) 343-2353 residences@umon

treal.cawww.residences. umon treal.ca 

2006 Dalton Research Competition: 
Call for Entries 
The Journal of the American V iola 

Society welcomes entries fo r the David 

D alton Viola Research Competition from 

university and college student members 

of the American Viola Society. The AVS is 

forwnate that 1o m and Po lly Tarron have 

aga in agreed to sponsor a $250 o1sh award 

fo r the first-prize winner. University and col

lege teachers, please encourage your sw
dents to consider applying! 

Entries must be o rigi nal con tributions to 

the field of viola research and may 

address issue concerning viola literature, 

______ _,_0-'=-"L=U ME 22 NUMBER 1 
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history, pcrronners, and peda
gogues. T he body of the work 

should be 1500-3500 words in 
length and incl ude relevant foot
notes and bibliographic informa
tion. Entries must be postmarked 
by May 15, 200G. For complete 
information please sec the 

announcement advertisement in 
this issue. Please address any fur
ther questions to JAVS Edi to r 
Matthew Dane at mdanc@ou.edu . 

Garth Knox, Travel Writct· 
Have you read Garth Knox' 
recent travel entries on rhe AVS 

Web site? Recoun ted are trips 
throughout Europe and South 
America, working with all sorts of 
people on all kinds of music-
from the Debussy Trio ro a new 
two-person opera (of which Garth 
is one) by Oscar Strasnoy. Sound 
and video clips forthcoming! 

Violas for Sale Now on 
AVS Web Site 
Th is segment now appears on the 
AVS web site. Listing an instru
ment or bow is a free service fo r 
AVS members- more inrormarion 

can be found under "Member 
ads" in rhe Marketplace section of 
www.arnericanviolasociety.o rg. 

Katims Tribute Planned 
Katims Tribu te Planned With the 
recent passing of M il ton Karims, 
a collective tribute is planned for 
the next issue. If he was your col
league, conductor, reacher, men
tor, friend/acquaintance, or if he 
has inAuenced your life in some 
other way and you would li ke ro 
write, please contact M'atthew 
Dane direcrly ar mdane@ou.edu. 
Phoros would also be welcome. 

New Viola d'amorc Library 
Collection 
T he Music Division of the T he 
New York Public Library for the 
Performing Arrs , located ar 

Lincoln Center, New York City 
has recently acquired an impor
tant collection of viola d'amore 
music which is now available to 

players and scholars. The collec
tion - The Karl StumpfViola 
d'amorc Library - was given to the 
Viola d'amore Society of America 

by Karl Stumpf in the 1980s. 
This important collection was 
subsequently donated ro the New 

York Public Library where it is 
now housed. Karl Stumpf ( 1907-
1988) was a violist in the Vienna 
Philharmonic and Sraatsoper, a 
professor at the Vienna Akademie 
fi.i r Musik where he taught a spe
cial course in viola d'amore and 
rhe author of the important Neue 
Schule fiir Viola d'arnore. Included 
in this collection are standard 
Baroque- and Classical-period 
viola d'amore works, many of 
Stumpf's own editions and origi
nal manuscripts hy 20th-century 
Viennese composers who dedicat

ed their works to Stumpf. 

T he holdings in this collection 
can be seen at: 
http:/ /d igi lib.nypl.org/ 
dynaweb/ead/m usic/mussrump 
and the call number for rhe col
lection is JOI3 04-4. 

If any violist/viola d'amore player 
is "cleaning house" and would 
consider donating his/her own 
library of viola d'amore music to 

the New York Public Library, the 
Viola d'amore Society of 
America would be happy ro be 

the channel to do this, receive the 
music and rhen get ir to the 
NYPL ar Lincoln Center. Th is 
would serve a worthy cause and 
add to their already-exisring col
lection of viola d'a more music, 
which is li kely the best library of 
viola d'amore music in the world. 
To this end, contact: Myron 
Rosenblu m, 39-23 47rh Srreet, 
Sunnyside, NY I I 1 04. E Mail: 
rmcviola@ea rthlink.net r: 

JAYS WELCOMES 

LETTERS AND ARTICLES 

FROM ITS READERS. 

SUBMISSION DEADLINES 

ARE DECEMBER I 5 FOR 

THE SPRING ISSUE, 

APRIL I 5 FOR THE 

SUMMER ONLINE ISSUE, 

AND AUGUST I 5 FOR 

THE FALL ISSUE. 

SEND SUBMISSIONS 

TO THE AVS 

EDITORIAL OFFICE, 

MATTHEW DANE, 

MDANE@OU.EDU 

ORTO 

MADELEINE CROUCH, 

14070 PROTON RD., 

SUITE I 00 

DALLAS, TX 75244. 
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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. 

• U ltra-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. 

• Adj ustable neck permits quick changes to 
fingerboard height. 

vi o I ins @ joseph curtin studios. com 

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

• Cross-lam inated bridge wi ll not warp. 

• Avai lable 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 W~i Delhi Road 
Ann Arbor M I 481 03 

Tel: (734) 665- 1303 

www.josephcurtinstudios.com 



XXXI th nternational Viola Con ress 
XXXIVe Congres international d'alto 

I 1 I t. I ' 

7-1 1 juin 2006, Montreal, Canada 

REGISTRATION FORM 
ONE FORM PER REGISTRANT- PLEASE PRINT CLEARLY - PHOTOCOPIES ACCEPTED 

A ll amounts in Canadian funds unless otherwise noted 
A. CONTACT INFORMATION 

Name: 

Address: 

City: - ------ State I Province: - --------- Country: - - ----- ZIP I Postal Code 

Telephone: ------------------------- Cell phone: 

Email: 
_________________________ Fax: 

Special dietary needs/allergies: 

. 
B. VIOLA SOCIETY MEMBERSHIP 

ALL VIOLISTS ATTENDING THE CONGRESS MUST BE VIOLA SOCIETY MEMBERS (Choose one) 

I am a member of the: 0 Amencan Viola Society (AVS) 

0 Aus/NZ Viola Society (ANZVS) 

I wish to join: (special discounted Congress rates) 

0 

0 

Canadian Viola Society (CVS) 

Other (specify) : 

0 German Viola Society (DVS) 

0 $32 Adult/Professional 0 $19 Student 0 $0 International Student from abroad 

(Please note that congress registration rates a re member rates. Those unable to prove their membership upon arrival at the Congress 
will be charged a higher rate.) 

0 Regular full congress registration: for adull / professional AVS-CVS-IVS Members $300 

0 Overseas regular full congress registration: for VS members $250 

0 Student fu ll congress registration: for AVS-CVS-IVS members $185 

0 Overseas student full congress reg istration: for VS members $155 

0 Daily general admission: fee/day $90 x __ days attending plus $25 $ 

0 Family/chaperon/non-violist admission (Available only in conJunction with a full regtstration ·see note p 2) $185 X 

Youth Programme (fo rm R9VC2006 must be completed and submit ted with this form): 

0 Teenager (less than 17 years) + 1 parent: name of parent: _ _______ ______ _ $205 

0 Teenager (17 to 18 years of age, no active master class participation): $115 

D. HOUSING arriving on leaving on 

0 I plan to stay off-campus at the New Residence Halls McGill or another Hotel and will make my own housing arrangements 

LUMF. 2 2 NUMRER 1 
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D I plan to stay on-campus for 4/5/6 nights. Choose on of the following options, depending on length of stay: 

D Male D Female 

If you selected a double room. state your preferred roommate, otherwise, one will be assigned on 
forst-come bas1s As there IS a limited number of double rooms. you may be ass1gned to a s1ngle 

Age: 

D I do not wish to be on a m1xed floor (See 
Information sheet F 1 VC2006.) 

Please specify roommate preference, if any: _______________ _ 

D option single room, double occupancy: $21012601310 per room 
H ' - .. ~ ' . l I .. I I . ' • 

E. MEAL PLAN broakfoot notlncludod, can bo purchaood In tho lobby or altho cof6 U do M 

I would like to purchase the special Viola Congress lunchtime meal plan for $15/meal, on campus (maon dish. dessen. coffee/tea. 1 bevernge) 

Please select · D June 7 OJune 8 D June 9 D June 10 D June 11 D vegetarian D allergies -------

. . 

F. CONGRESS BANQUET (Friday, June 9'") 

As a prelude to the final evening Gala Concerto Concert , please join us at the beautiful Salle d'llonneur for a mouth-watering Viola Congress feast a Ia 
quebecoise. As a special treat, traditional music wil l "swing "you through our delicatesses franr;aises. (limited seating: max250) 

D Yes, I will attend the Viola Congress banquet: $60/Student $50 

D No, I will not attend. v· 1 c B . . $60 + $50 

G. GALA CONCERT (Friday June 9'") featuring I Muslcl de Montreal and L.A.Tomter, R. Dlaz, N.Grlpp, A.Tamestlt 

Not included In congress admission : $35/ Student$ 20 (+taxlr purchasod soparatoly) Gala Concert : __ x$35 + _x$20= $ 

H. FRIENDS OF THE XXXIV'" INTERNATIONAL VIOLA CONGRESS 

D I want to support the XXXIV"' International Viola Congress! Please accept my additional donation and list me as a friend of the 
convention in the oHicial Con ress Pro ram me Book. We do not hovo charltablo status.) 

Membership, Registration, Housing, Meals, Banquet, Gala Concert, Donation, (taxes included) TOTAL PAYMENT: 

Checks (drawn on a Canadian bank) or money order in Canadian funds only, payable to treasurer (see below). 
For refund information, see accompanying form F1VC2006. 

$ 

Please sign below, make a photocopy of this form for your records, and send this form with payment in Canadian funds to : 
M ichael Knrussc, Congr·css Treasurer, -t 163 Northcliffc Avenue. Montreal, QC 11-tA 3L2, Canada 

Registration will be official upon receipt of a valid check or money order. 

Signature :--::-:-:--;-;--:--7"""';;=-=---,.--:-:-::-:--:::---7'-:
N"';ce : Tlti., cOit\'Ll llfirm is eme,·cd imo hy tlw nllendee in ctmsideration o./ the use oftlw.focilith.:s o/'t/1(• Unh•ersity o(t\lmurca/ during the 2006 lnternalionoll'io/o Congress. It is 
llllth.•r,·totJ(/ om/ U,L:I'CI.!d 11tu1 all.fin:ililies r~f'lln· Unit'£'1',,ity t~/ t\lomnw/ll'i/1 ln..· used hy ttllelltlf.!es alth,,;,. sole risk. and t!tot ullcwlees sho/1/w/d tl1e Unil •ersity t~(J\Iontn:ol one/ the 
( 'omulicm I i'ola Soci1..'l)' hw·mlc!S,\ /(n· perwnwl ily'w:' ' or prop(.'I'IY tlomtl.f!.C resnlling.fi·omJJlll't iciJWi ion in tile]{)(}() lm£•nwtimwl I i'o/o Congress, either on or oU'the Jll'<! lllis£'S c4'tllc 
Unin'rsil,\' 

Family/chaperon/non-violist admission: This is available only in conjunction with a full registration. It allows for full 
admittance as an auditor and is meant for spouses, or other people accompanying a participant. Please list contact 
details for each accompanying individual below. If the person with whom you are coming has already registered, 
please use form R2VC2006. 

11. Family I chaperon I non-violist admission 

Name: 

Address: 

City: _______ State I Prov1nce: ------------------- Count~: -------- ZIP I Postal Code: 

Telephone: - ----------------------- Email: 

s . . I d. t d I II 

12. Family I chaperon I non-violist admission 

Name: 

Address: 

City: ------- State I Province: ---------- Country: -------- ZIP I Postal Code: 

Telephone: ------------------------ Email: 

Special dietary needs/ allergies 

JOURNAL OF TllE AM F. RI C:AN V IO LA SOC=I=E:....:T_Y.:...._ ___ _ 

12 



THE WALTON VIOLA CONCERTO: 
by James F. Dunham 

When Twas first approached to 

write an article on the Walton 
Viola Concerto, a work I know 
well and love, I jumped at the 
chance. I always want to know 
more, and have been curious about 

several things: What were Walron's 
real reasons for creati ng a second 
orchestracion? Was he always revis
ing, or only in this piece? Why are 

there discrepancies berween several 
versions of the solo viola part? Ts 
there a "correct" version? 

It has been an enlightening search 
that has drawn me further into 
Walton's world, to be charmed and 
amused by William Walton the 
man, and fascinated by William 
Walton, the composer. The sources 
I drew from proved to be numer
ous, varied, and excellent, so I have 
included an annotated bibliogra
phy in the hope that you will 
explore them further. l have d1o

sen to synrhesize information from 
aU of them into a kind of mini
biography in order to offer a 
glimpse into Walton's life and 

working style, and to present a few 
specifics about the rwo orchestra
tions and the solo viola parts to the 

Viola Concerto. 

A Brief Background: 

Born to a musical fami ly in March 
1902, Walton sang in his farber's 
chmch choir un til age 10 when he 
won a scholarship to attend school 
at Christ Church, Oxford. He was 
there for six years, well looked after 

by the Dean who recognized his 
ta lenr. He continued at Oxford 

from 1918-1920 but never fin
ished. Why? I could find no 
answer: even the scholars remain 
mystified! While there, however, be 
made his most important and 
long-lasting friends: the poet 
Siegfi·ied Sassoon and rhe Sirwell 
fami ly with whom he later lived as 
'adoptive, or elected, brother' to 

Edith, Osbert and Sacheverell 

Sirwell. 1 Thanks to the Sirwells, he 
also met young Constant Lambert, 
an excel lent composer who later 
hecame conductor, critic, close 
friend and Walton's favorite narra
tor of his first great success: Fafrtde.l 

Always concerned with money, it 
was the Sirwells and their friends 
who generously arr~mged ro guar
antee an annual income for the 
young Walron thar enabled him to 
concentrate solely on composing. 
They took him on f..1 mily vacations 
to Spain and Italy (where he would 
later li ve), introduced him to cen

tral figures of the day and made it 
possible for him to hear the works 
of the current masters: Stravinsky's 

Petrushka and Rite of Spring, 
Ravel's Daphnis et Chloe, works by 
Prokofiev, Debussy, and even Jazz. 
In August of 1923, the 21-year old 
Walton participated in the first fes
tival of the International Sociery 
for Comempora1y Music (JSCM), 
in which his String Quartet was 
performed alongside music by 
Bart6k, Janacek, Bliss and 
Hindemith!·1 Even the inAuences of 
the great Russian dance impresario 

A SYNTHESIS 
Serge Diaghilev were felt hy the 
young Walton. 

Therefore, when Edith Sirwell 
wrote her Parade Poems it is no 
surprise that her "adoptive" broth
er, the quiet "in residence" com

poser was approached ro provide 
the music. Although the first inti
mate perfc>rmance was given in 
January 1922, many revisions were 

made even before the first of many 
"final versions", which I find tel ling 
when considering the future revisions 
in the viola concerto. Tn fact, it 
was nor unti l 1951 that the "defin
itive" score for Fafade was released. 

ln 1925 Walton's overture J>ortsrnouth 
Point brought him ro the ::mention 
of Hubert Foss who had recently 
founded Oxford University Press. 
T heir initial five-year comracr soon 
turned into a lifelong partnership, 
and OUP remains Walton's pub
lisher ro rhis day. 

His Personality: 
A disciplined worker, Walton often 
seemed overly quiet ro others, 
spending long hours alone working 
at his upright piano.4 Yet in private 
he could be ve1y clever with words 
and even a bit saucy! His affection
ate, long lasting (but evidently pla
ronic) relationship with Christabel 
Aberconway, dedicatee of the Viola 
Concerto, is a case in poinr: 
"Dearest C hristabel" he wrote, "I 

really might have written you 
before, bur 1 have no news to tell 

you, nothing except what you 
already know, & what is supposed 
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to be unwise to commi t to 

paper ... " ') 

In person he tended to be more 
ci rcumspect, but there is a tel ling 
anecdote about his first meeting 
many years later with his future 
wife. Walton was in Buenos Aires 
at a press conference when music 
publisher Leslie Boosey tactlessly 
announced in front ofWalton that 
Benjamin Britten (represented by 
Boosey's firm, of course) was the 
UK's leading composer! "Happily 
there was instant compensation for 

the wounded Walton: he caught 
the eye of rhe British Council's sec
retary, a vivacious girl of 22: "We 
met, went off to lunch and I pro
posed to her the next day. As far as 
I remember, she sa id 'Don't be 
ridiculous, Dr. Walton', bur we got 

engaged three weeks after rhar. "1
' 

Generally self-deprecating, Walton 
insisted thar he only conducted 
because he was asked to. Of course 
he then added: "I cert;tinly could 

conduct my music better than 
most ... because it was, w me, 
child's play and still is."7 His piano 
playing, on the other hand, seems 
ro have left much to be desired. 
Composing at the keyboard was 
laborious, and trying to play from 

score nearly disastrous. Once 
Walton called his friend, the critic 
Basil Maine, and offered to come 
over to play some of his newly 
completed viola concerto for him. 
Maine recalled: "He arrived soon 
after, and , in rhe indescribable 
idiom of his p ianoforte playing, 
gave some idea of the orchestral 

score, and occasionally a sketchy 
110calise of the viola part. " ~ 

For all the wit and glibness evident 
in his correspondence, though, 
Walton was demanding of himself 
throughout his life, constantly 
making revisions and sincerely ask
ing the opinions of his trusted 
fi·iends. ln a strange kind of symbi
otic relationship, he even became a 
close personal friend of the music 

critic Peter H eyworth who regular
ly wrote unkind reviews of 
Walton's music! Yet they would 

stay at each others' homes, either 
on the Italian island ofTschia or in 
London, and share both humor 
and a musical challenge. 
lleyworth's criticism notwithstand
ing, Walton could also respond 
with tongue- in-check needling, so 
ir was an unusual yet compatible 
relation. For instance in a 1962 
letter, Walton wrote in pan: 

My dear Peter, (or tormentor-in
chief), f did as a nuttter ~f fact tele
phone you but with no success. Once 
on Sun morn. April 1st pointing out 
you had split an infinitive 6· hoping 
you would have to bore yourse?f blue 
by reading through your contribution 
to find it .. . BlessingJ~ and don't pu!! 
your punches! '' 

While otherwise sensitive ro most 
public cri ticism, especially as his 

music began ro fall our of favor as 
old-fashioned in the I <J50s and 
I <J60s, he was nevertheless still 
willing ro take risks on his own 
terms. Walton wrote of his Partita 
for Orchestra ( 1957) : 

.. .! think you will agree with me (! 
refer to movanent !II) that I hm;e 
been sailing far too near to the wind 
in fact one could say, perhaps, that 
one has gone too fin: However, if it 

does come off," it should malu a rous
ing 6· diverting finish to the work. It 
is meant to dit;ert; & also to annoy, 
& 1 shall be intensely disappointed if 
1 get a kind word ftom either Peter 
Heyworth or Donald Mitchell or 
anybody else. 'Vulgar without being 
fiamy' (in the words of the lctte Sir 
B. Sitwell in reply to some inane 
remark oJOsbert's) is the best 1 can 
hope j(Jr. 10 

The Viola Concerto 
It was Thomas Beecham who sug
gested to Walton that he write a 
concerto for the great English vio

list Lionel Terris, who had for 

many years led a campaign cham
pioning the viola as the neglected 
"Cinderella of the string h1111ily." 
following the success of both 
Parade and Portsnwuth Point, 
Walton was ga ining confidence in 

his composing, though still pro
fessing difficulty in the actual writ
ing. In Februa1y 1929 Walton 
wrote to his friend Siegfri ed 
Sassoon "I finished yesterday the 
second movement of my Viola 
Concerto. At rhe moment, 1 think 
it will be my best work, better 
than the Sinfimia, if only the rhird 

and lasr movement works our 
well."' ' At the same time, he wrote 
his good friend, pianist Angus 
Morrison, relating his progress 
with d1e concerto, and implying 
rhar his style was "maturing." 
Morrison was amused to hear this 
from such a young composer, but 
changed his mind when Walton 
played the concerto ~o r him later 
that spring: '"T n this work', declared 
Morrison, 'he had, in fact, reached 
complete maturi ty of style and 

given full rein, for the first time, to 
his entirely personal lyrical gift."' 12 
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Yet life is never simple. Having 
completed the concerto, Walton 
fo1warded it immediately to Lionel 
Terris who sent it back abrupdy by 
retu rn post. The oft-quoted passage 
from Terris' autobiography reads: 

One work of which 1 did not give 
the first performance was Walton's 
masterly concerto. With shame and 
contrition I admit that when the 
composer offired me the first per
jfnmance r declined it. 1 was unwelL 
at the time; but what is also true is 
that 1 had not learnt to apprecitae 
Walton's style. The innovations in his 
musical language, which now seern 
so logical and so truly in the main
stream of musit~ then struck me as 
far-.fotched. u 

What ro do? When Walton began 
compming the concerto, he initial

ly cla imed that he knew litdc 
about the viola except that it made 
"a rather awful sound."14 or course, 

he had studied Berlioz' Harold in 
Italy and also knew and admired 
Paul Hindemith's viola concerto 

Kmnmemmsik No. 5. A~ Hindemith 
was already a famous viol ist/com
poser, the idea of inviting him to 
perform the premiere was qujre a 
natural one, especially since the 
two men had become friends at 
the lSCM festival in 1923. Susana 
Walton, in her biography of her 
husband, writes that it was Edward 
Clark, prognun phmner for the BRC, 
who thought to send the concerto 
to 1:-lindemith. "When he gallantly 
accepted, William was delighred ." 1 ~ 

T he premiere went well, in spite of 
roo little rehearsal and many errors 

in rhe printed orchestral parts: 
Walton was up all night malting 
corrections before the concert. 

Later, Walton would comment ro 
Hindemirh's biographer that he had 
been "much intluenced by Hindemid1's 

own viola concerto, Kammennusik 
No. 5. 'l was surprised he played 
(my concerto) ... One or two bars ;u·e 

almost idencical."'"· 

W hile the Concerto itself was hap
pily received, Paul H indemirh's 
performance was less so. Tn the 
same interview Walton confessed, 
"Hindemirh's playing was very 

brusque ... His technique was mar
velous, bm he was rough- no non
sense about i r. He just stood up 

and played. "17 Lionel 'lertis, who 
arrended the premiere, had similar 
misgivings. "[ felt grear disappoin t
ment with his playing. The notes, 
certainly, were all there, but the 
rone was cold and unpleasant and 
the instrument he played did nor 
deserve to be called a viola, ir was 
fa r roo small ."18 Nevertheless, Paul 
Hindemith did save rhe day and as 

it turns our, he did so against the 
wishes of his own manager! T here 
is a letter from manager Willy 
Strecker to Hindemith's wife 
Gertrude saying: 

The London affair is very regrettable. 
r wam your husband, appearing 
there for the first time before thf 
larger public, to do it in a worthy 
setting, and as a composer, not just as 
a soloist. An appearance with Wood'Y 
to play a concerto by t l moderately 
gifted English composer - rmd that is 
what Walton is- i.r not as 1 see it a 
debut... Your husband should rnalu 
himself harder to get. 20 

Nthough the Concerto met with 
much general success, there was 
one signi ficant exception. The 
great Edward Elgar heard Lionel 

l erris perform Wal ron's Concerto 
in September 1932. Ic was the only 
time Walton and Elgar met, and 
both 'lerris and Basi.! Maine confi rm 
that Elgar did not like the piece. 
"Elgar paced up and down behind 

the orchestral gallery during the 
pcrfonmmce of me concerto, deploJing 
that such music should be though t 

fit for a stringed instrumenr."1 1 

Changes in the Viola Concerto 
Tn considering the evolution of the 
Viola Concerto and its evenrual re
orchestration, I have tried ro find a 
parrern in Walton's other composi

tions and revisions. 1 think it is 
important ro note that he was con
stan tly mal<.ing changes himself 
and allowing changes fro m his 
soloists, seemingly without com
plaint. Certainly, his first great suc
cess came with Fafacle, which went 
through multiple re-worki ngs, 
including the perfo rmance or sev
eral previously unreleased sections 
as late as 1977!n Both the Scottish 
soloist William Primrose and 
Lionel Terris reworked the solo 

part in the viola concerto ro make 
it more virtuosic and flamboyant 
for rhemselves, with Terris' edition 

eventually published by Oxford 
University Press. Walton even sug
gested that a few of the added 
octaves or the occasional 8va per
formed by Primrose might possibly 
be improvements/ .\ although years 
later Primrose learned thar Walton 
really didn't care fo r his revisions 
after all!14 r n the same vein, it is 
clear from letters exchanged with 
the great Gregor Piarigorsky while 
wri ting the Cello Concerto rhat 
Walton extended the same cour
tesy to him. He even invited 
Piatigorsky to consider the orches
tral scoring: "I only hope ir will 
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come up ro your expecta nons 

when you come to playing it with 

the o rchestra. l f anything in rhe 

o rchestration (that vibraphone for 

instance) should irk you, just cut it 

out! It is not absolu tely essential 

(rhough I might miss it!)."1
' 

H e did, however, have his limits. 

Following the first performances of 

the C el lo C oncerro, Walron wrote: 

Dear Grisha, You ha1;e made ( & 
made for me) a terrific impression 
here with the Concerto ... 1 have heard 
the tapes ~{the 'world premiere' & 
the 'Philharrnonic' & there are ! 
think a jew comments & suggestions 
1 can malee. The timings: rny timings 
are perhaps a little on the fast side, 
but the bigg;est difference is the last 
movement & to rny rnind the differ
ences occm· in the two solo 'impm1JS. ' 
7;, malee it quite dear how 1 jf:el they 
should go, J!m maldng a tape which 1 

will send to you very shortly. This 1 
think is the best way .. ! do so hate 
asking you to do this & 1 know ,you 
won't think it is because 1 don't 
appreciate your playing of the work 
cts a whoLe but· it is just these parts 
where the performance could be 
tightened up. Do jr1rgive rne. 26 

For decades, Walton had the 

opportunity to conduct both Terris 

and Primrose many rimes, even 

record ing the vio la concerto w id1 

Primrose and the Phi lharmonia 

Orchestra in 1946. But it was a 

performance and recordin£f7 he 

conducted in 1938 that spoke 

most deeply to Walton; the so lo ist 

was Fred erick Ridd le, principal 

violist of the London Symphony 

O rchestra. Perhaps Riddle's cham

ber music and orchestral back-

ground found a more suitable 

vo ice for rhis in timate and in terac

tive concerto than did the rwo 

"virtuoso soloists" who performed 

it so fi.-equenrly during those same 

yea rs. In any case, Walton grew to 

prefer Ridd le's inrerpretarion above 

all others. " Riddle's reworking of 

the solo line is true to Walton's 

text .. bur his legato groupings and 

crisp marcato aniculations enhance 

rhe character of the composition 

and are convincingly practical in 

instrumental terms. Walton, recog

nizing that here was the expertise 

he had lacked, asked Ridd le to 

subm it his version to our -and 

this became the solo part pub

lished from 1938 ro 1961."1
" 

Why Changes? 
Over the years, Walto n made 

numerous small adjustments to the 

score of the Vio la Concerto , mak

ing no tations in his reference score 

thar were rhen copied into the 

actual parts. Eventually, it became 

clear that a revised version was 

needed and Walton set about the 

task in 196 1. He also changed the 

woodw inds fro m triple to double, 

removed one rrumper and the ruba 

and added a harp. The new edi

tio n, fo r smaller o rchestra, might 

have been an attempt to encourage 

more perfo rmances. In addition, 

irs orchestration and extensive use 

of harp suggests mar by then 

Walto n had evolved a different 

o rchestral sound, differen t but not 

necessari ly an improvemenr over 

the o riginal. T here is some though t 

that he was trying to lighten the 

texture fo r the solo ist. In actuality, 

in both versions rhe fu ll o rchestra 

only plays during the tutti sec

tions, yet when the solo ist is play-

ing there are actually a few more 
sn·ings called fo r in the revised ver

sion than in the o rig ina1! 2
') 

An increasingly likely influence, 

both on the piece as a whole and 

the revised o rchestration, is the 

Prokofiev Violin Concerto no. I , a 

beautiful work by a composer 

Walton admired. To begin with, 

Wal ton's Viola Concerto itself bears 

many remarkable sim ilarities to 

Prokofiev's composition, perhaps 

even serving as an "analog" fo r the 

younger Walton's first concerto for 

a string instrument. 10 T he opening 

ly rica l melody of the Walton seems 

to echo the flowing first statement 

o f the Prokofiev. And Walton's first 

movement recapitulatio n, like 

Prokofiev's, is shortened, in tro

duced by double stops in the solo 

line, fo llowed by a sing ing wood

wind melody embroidered by 

triplets in the solo line:11 Similarly, 

nca r the end of d1e last movement 

of both works the opening theme 

of the concerto returns while the 

main theme of the Finale acts as 

accompaniment, very possibly a 

device that Walton borrowed from 

Proko fiev:" Thus it is nor such a 

stretch to imagine th at "Prokofiev's 

texture still lingered in Walton's 

mind, for his amendment brings 

his scoring (parti cularly in the use 

of harp and bass clarinet) markedly 

closer to Prokofiev's (where harp 

and clarinet are also prominent)."3·
1 

C hange often brings resistance, 

and this re-o rchestra rion is no dif

ferent. In this case, however, rhe 

composer himself doesn't help. 

Walro n w ri tes that, although the 

new version is strongly preferred , 

rhe o ld can still be performed! ln a 
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review of Walton's 70th Birthday 

concert at Royal Festival Hall , in 
which Sir Yehudi Menuhin perfim11ed 
che Viola Concerto, Ronald Crichton 
wrote in the Financial Times: "One 
wished that just this once they had 
gone back to the old scoring with 
triple wind and without harp- no 
doubt the revisions mal<e life easier 
for the solo, bur the smoothing 
and streamlining cone down an 

acerbiry that was very much part of 
rhe music, while the harp brings it 
nearer the Tennyson ian euphony of 
Ischia and cl1e later period, very 
beautiful , yet different. "~>i 

An additional bit of a mystery has 

surrounded the solo viola part since 
the "new" 1962 score was released. 
1 n the excellent foreword to tl1e 
William Walton i:_aition of the viola 
concerto, Christopher Wellington 
(violist, scholar, editor) wonderfu lly 

relates a story rhar I will summarize 
here: Tn order to set about reworking 
rhe orchestration, Walton requested 
a dummy score fi·om OUP, with 
only instrument names, bar lines and 
tl1e solo viola line included, upon 
which he would then re-score the 
concerto. He was sent this materi
al, but somehow it arrived wirh rhe 
originally published 1930 viola line 
included rather than d1e newer Riddle 
edition! Compliclling matters, Walton 
made a few changes to the (old) 
solo line- possibly bits that he h<~d 

taken from Primrose's recorded per
formance- giving some credibiliry to 

rhe "old" part and perhaps implying 
that he had accepted it again. 

Upon completion of rhe new 
orchestration, Walron then request
ed that the "new" viola part be 
reinstated (meaning the Riddle ver
sion), bur through miscomrnunica-

tion OUP didn't understand the 

distinction, and only discovered 
the confusion after rhe 1962 score 
had been released with the "old" 
1930 solo line back in place! As a 
result, most American violists li ke 
me, who came of age after 1962, 
learned the "new" orchestration 
with the "old" part, while British 
violists seem to have grown up 
with the Riddle veJsion all along! 
lmere;tingly, I have on loan borh the 
scores and parts used by former 
Houston Symphony principal vio
list Wayne Crouse. Included is a 
yellowing copy of the pre-1961 
Riddle edition as published by 
OUP, and a copy of the 1962 
"new" version, proudly inscrihed 
by hand with the words: "This ed i
tion was used for 3 performances 
with Sir W illiam Walton conduct
ing the Houston Symphony Jan. 
1969. Wayne Crouse, viola 
soloist." And in tl1e miniature 
score, without complaint, is hand 
written in pencil "Wayne Crouse 
wirh love, Sir William." 

I love th is concerto and feel 
relieved to understand how it is 
that the viola parts became so con
fused. It is also important ro know 
that, as early as 1938, Walron pre
ferred cl1e more lyrical, smoother 
solo viola line ofFrederick Riddle. 
Mosr likely 1 arn influenced by roo 

many years of knowing rhe piece in 
its 1930 version. I feel a certain 
kinship with the Financial Tinw 
reviewer quoted earlier when he 
wrote "the smoothing and stream
lining tone down an acerhi ry that 
(is) ve1y much part of the music." 
The twenties were a rime of great 
ex peri memarion in all of the arts, 
and Walton was fully aware of his 
musical heritage and surroundings. 

At the moment, I miss some of rhe 

youthful "edge" of the original. 
Still, I look f01ward to spending 
time reassessing this masre1work 
and my relation with it. 

Certainly, we are fortunate to have 
this cornerstone of cl1e viola solo 
repertoi re ava ilable to us in such a 
beautiful new edi tion. In addition 
ro the fine viola and piano reduc
tion which includes Riddles' mark
ings, Volume 12 of the William 
Walton Edition has both the 1929 
and 1962 orchestrations in it as 
well as the original and Riddle ver

sions of the solo line. It also has a 
rich, well-wri tten and in fo rmative 

preface by irs editor Christopher 
Wellington along with excellent 
source material. It is a must for the 
personal library of all se rious vio
lists! And 1 wish you well as you, 
too, reconsider this masterpiece. 
Whatever you decide, I suspect 
that Sir William would approve. n 

Special thanks: 
To Dr. Matthew Dane for access to 

the scores and parts used hy then
principal violist Wayne C rouse in 
three 1969 performances of the 
Walton Viola Concerto with the 
Houston Symphony Orchestra, Sir 
William Walton conducting. 

To Suzanne L. Ford (Performance 
Promotion Manager fo r Oxford 
University Press, Music D ivision, 
NY) for her time, support and gen
erosiry in making materials avail
able co me. 
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Skelton, 97. 

Kennedy, 52. Elgar conducted 
his own For the Fallen at the 
same concert. 
lhid. , 35. 
Preface to W illiam Walton 
Edition, Volume 12: Concerto 
fo r Viola and O rchestra, ed. 
Christopher Wellington 
(London: Oxford University 
Press, 2002), x. 

David Dalton, Playing the 
Viola: Conversations with 
William Primrose (London: 
Oxford Un iversity Press, 
1988), 197. William Primrose 
learned, after years of perform-
ing the Concerto with his own 
" 

, 
and other OCtaVISatiOnS 

« · 1mprovemen ts, 
, 

that Walton 
really preferred the solo the 
way he had written it! 
Primrose is quoted: "For thirty 
fi ve years I pursued my 
way ... all this time wirh nary a 
peep of proresr from the com-
poser. Was he too modest, too 
sensible of my pride, my finer 
feel ings, to tel l me to play 
what was written and nor to 
mess about with his ideas, that 
he was the composer and 
knew best?" 

The Selected Letters of 
WiJliam W:1lton, 284. 

Ibid., 295-296. 

See ~mnotated bibliography for 
information on this recording. 
Christopher Wellington, 
"Hidden Harmony" The Strad 
(June 200 I), G 19. 

Ibid. , 6 19. 
Atar Arad, "Walton as 
Scapino," The Suad (February 
1989), 138. 

3 1 Robert Meikle, "The 

Symphonies and Concertos" in 
Wi!!iam Walton: Music and 
Literature, ed. Stewart R. 
Craggs (Aidershot: Ashgate, 
1999), 7 1. 

32 Kennedy, 5 1. 

33 Meikle, 74. 
34 Preface to William Walton 

Edition, Volume 12, viii-ix 
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WALTON VIOLA CONCERTO: 
AN ANNOTATED BIBLIOGRAPHY 

Companion to The Walton Viola Concerto: 

A Synthesis, by James F. Dunham 

1\rad, Arar. "Walton as Scapino." The Strad. I 00 
(February 1989), 138-141. 

Atar Arad, my predecessor in rhe C leveland 
Q uartet, carries forward work begun in 1964 by 
P. J. Price ("Scapino: 1he Development of 

W illiam Walton") and continued by B. 
Northcott in 1982 ("In Sea rch ofWalron") . T he 

prem i~e i~ that, not only did Walton borrow 
certa in formal ideas from Prokofiev's l~ irs t 

Violin Concerto- he used the piece as an overt 

model and wrote the Viola Concerto as an actu
al "analog" of the Prokofiev! Mr. A rad gives a 
nearly note-by-note comparison and makes a 

ve ry compelling case for this view. lr is also sug
gested that Walton was trying to foo l the schol
ars. (Mr. Price quotes: "Scapino: ro escape"-

mild enough - I fou nd "King of Con Men"! Bu r 
in Moliere's original 167 1 farce, Scapino himself 
srates "The vulga r wou ld call me a con man . I 

would call myself an artist.") The practice of 

wri ting analogs is a common technigue among 
composers, though it is true rhar W::~ l to n never 

acknowledged this .~eerningl y obvious connec
tion . [s rhe clever Walton also stating "1 am an 
1\rrisr .. . "? 

Burton, Humphrey & Maureen Murray. W illiam 
Walton: T he Romanric T .oner, A Centenary Portrait 

Album. London: Oxford University Press, 2002. 

A luscious picture book, filled with a treasure
rrove of photographic memorabilia, as well as 

informative and well written commenrary. A 
beautiful collecror's item. 

Meikle, Robert. "The Symphonies and Concerros." 

William Walton: Music and Literarure. ed. Srewan R. 

Craggs. Aldershor: Ashgate, 1999. 
A collecrion of essays by many important wri ters 

and musici<ms on all the music of Walton. 
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Dalton, David. Playing the Viola: Conversarions with 
William Primrose. London: Oxford University Press, 1988. 

A ''musr have" book for the alert violist. Wdl
wri rren with excellent questions and answers; a 
real insider's look at the performan ce and reaching 

technigues of this outstanding soloist. Tr is also a 
treat to "hear" rhe lyric cadence o f t!Lis Gne 
Scorsman's speech. 

The Selected Letters of William Walro n, ed. Malcolm 

Hayes. London: Faber and Faber Limi led, 2002. 
This recent book at last allows ;m exceptional look 
in to the inner world of William Walton. It al lows 

us ro see him in his own words and as he rea lly 
was: in turn serious, humorous, cheeky, clever, and 
always caring. Beautifully collected and presented 

with well-researched introductions to each section. 

Howes, frank. T he Music of W illiam Walron. 

London: Oxford Universiry Press, 2nd Ed, 1974. 

A deta iled look at the music ofWalton, written 
while Sir W illiam was still living. Well researched 

and presented. 

Kennedy, Michael . Portrait ofWalron. London: 

Oxford Universiry Press, 1990. 

19 

This is an outstanding biography. Anyone with an 
inrerest in Walton wi ll want to own it. It is 

informative, insightfu l, written wirh personali ty 

and humani ry. Tf you can have only one book on 
Walron, this is it . 

Lloyd, Stephen. Wi lliam Walton: Muse of Fire. 
London: T he Boydcll Press, 200 I . 

A recenr addirion. Thoroughly reseuched, crisp 

and informative. 

Skelton, Geoffrey. Paul Hindemith: The Man Behind 

the Music. London: Victor Gollancz, 1975. 
A rhorough and classic biography with many 
important insights. A fine cross-reference due to 

the friendship of these two superb composers. 
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Smith, Carolyn]. William Walton: A Bio

Bibliography. Greenwood Press, 1988. 

An incredibly useful tool for locating arch ival 

sources in all collections (current to 1988). 

Terris, Lionel. My Viola and l. London: Elek Books 

Limited, 1974 . 

A classic "must have" for every vio list. An expand

ed version of an ea rlier short autobiography: 

C inderella No More. London: Peter Neville, 

1953. lt is filled with the inimitable flavor of his 

speech and the passion of a true believer in the 

beauty of the Viola! 

Tierney, Neil. William Walton: His Life and Music. 

London: Robert Hale Limited , 1984. 

A fi ne, express ive biography, fill ed with detail 

and color. 

Walton, Susana. W illiam Walton: Behind the Fa<;ade. 

London: Oxford University Press, 1988. 

Lady Walton offers a chatty inside look at the 

li fe of her famous husband . Informative and 

entertaining with frequent borrowings from 

other texts. 

Wellington, C hristopher. "Hidden H armony." The 

Strad. 11 2: 1334 (June 200 1): 618-62 1. 

It is in this article that Mr. Wellington first intro

duces his newly edited Oxford edition of the 

complete works of Walton. 

William Walton Edition, Volume 12: Concerto for 

Viola and O rchestra. ed. C hristopher Wellington. 

London: Oxford University Press, 2002. 

Th is is an outstandi ng resource and yet another 

"must have" for the serious violist. It is thorough

ly researched, fully documented and annotated, 

with an excellent foreword by editor Christopher 

Wellington. I cannot recommend it highly enough. 

Music Sources: Repertoire 
Paul Hindemith, Kammermusik 

No. 5, op. 36 no. 4 . 

Sergei Prokofiev, V iol in Concerto 

No. 1 in D , op. 19. 

Music Sources: Recordings 
T here are many recordings of the Walron Viola 

Concerto with the 1962 o rchestration. V io lists and 

violinists have been eager to record this work, includ

ing Nobuko Imai, Yuri Bashmet, (Nigel) Kennedy, 

Yehudi Menuhin, etc. 1 have found only two available 

with the original orchestration: 

W illiam Walton: Viola Concerto, Frederick Riddle, 

viola, William W:'llton, conductor. 

(1937, London Symphony Orchestra; Original 

orchestration) Pavilion Records, 

Pearl GEM 0 17 1. 

William Walton: Viola Concerto, W illian1 Primrose, 

viola, William Walton, conductor. 

( 1946, Philharmonia O rchestra; Origi nal orches

n·ation) DoReMi DHR-7722. 
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FRESH FACES: THE MULTICULTURAL 
AND MULTIFACETED -

How else to describe someone born 

in Belgrade, Serbia and Montenegro, 

who now roots for the Canadian 

O lympic hockey team, was seduced 

by the gorgeous surroundings of 

Aspen into spending five summers 

there, spent w in ters in both icy 

Montreal and humid Houston going 

to school, won an orchestra job in 

Amsterdam before ever having been 

there, and who now calls New York 

home? If his path resembles the 

trajectory of a ball on pool table, it 

has certainly landed Milan in, as he 

calls it, the "Ferrari" of orchestras, 

the Metropoli tan Opera Orchestra, 

as Assistant Principal Viola. 

To begin at the beginning, thirty 

years ago when Milan was born, 

MILAN MILISAVLJEVIC 

Serbia was part of the fo rmer 

Yugoslavia. Tt was his late father's 

desire that his son study the violin 

and Milan found himself wanting 

to touch people w ith music the 

way he was moved by his parents' 

LPs of Henryk Szeryng. Because of 

the civil war in the 1990s that 

affected the Balkans, M ilan emi

grated to Canada, joining two 

brothers and an uncle in Montreal. 

T here he not only converted his 

citizenship, but his choice of 

instrument from violin to viola 

due to the persuasion of his cham

ber music coach and later, viola 

teacher, Jutta Puchhammer

Sedillot. At the Aspen Music 

Festival during his many summers 

there, he valued exploring all facets 

of musical li fe, including 

lessons with j an1es 

Dunham (with whom he 

later studied in Houston), 

orchestra playing, cham

ber music, freelancing (his 

quintet had a contract to 

play in fro nt of a bakery, 

among ocher money

making gigs) and solo 

playing, as winner of the 

Aspen Lower Strings 

Concerto Comperi rion. 

Bur it was his girlfriend at 

the time wan ting him co 

ger a job that led him ro 

audition, successfu lly, {·o r 

the renowned Royal 

Concertgebouw Orchestra 

in the Netherlands. And though 

Milan agrees that European and 

American orchestral playing have 

their differences (he says rhat lush 

sound and individual liberty are 

not sacrificed for the sake of tech

nical brill iance in Europe), he 

became convinced of the rru th 

spoken by a former teacher of his, 

Atar Arad, when he said "play like 

an artist and you will win any job." 

lt was perhaps the same sense of 

freedom and risk-taking that 

brought him to Amsterdam in the 

first place, as well as a certain root

lessness borne of his own life cir

cumstances that led him to reject 

the old world traditions of Europe 

for the melting pot of New York 
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City. Having had a taste of opera 
while playing as a substitute in the 
Houston Grand Opera as a stu
dent at Rice University, he had an 
idea of what he was getting inro 
when he audi tioned for the 
Merropolitan Opera Orchestra. 
Of li fe in rhe opera pit, he says, 
"we are largely out of sighr of the 
audience and can be more casua l 
than a symphony orchestra in 
some ways. However, I would say 
one has ro be even more adaptable 
than in a symphony orchestra. We 
occ."lsionally have different singers 
in the same production without 

having ever rehearsed with them, 
rhar sort of thing. You have to lis
ten with your skin in order to 
make ir happen." At the Met, 
because irs members are required 
ro play only four our of irs seven 

perfo rmances a week, Milan sits 
Princi pal more than his Assistant 
Principal counrerparrs in sympho

ny orchestras. About this leader
ship opportunity, he says, "in all 
honesty, l think sitting Principal is 

easier in some ways than sitting 
second chai r, which is what l usu
ally do. 1 feel that there is more 

freedom that way to do as one 
pleases and initiate more, and that 
is a good rhing. There's a nice rush 

to being even more in the center 
of things. However, sitting second 
chair has a lor of beauty ro it, roo." 

He did not achieve his audition 
successes without hard work. 
Milan never stopped studying or 
looking for mentors. Even after 
winning a joh in the Concettgebouw, 
he sought out Nobuko lmai as a 

teacher, always looking to be chal
lenged. He expresses admiration 
for the artistry of his colleagues at 
the Met, Principal Violist Michael 
Ouzounian and Associate Principal 
Violist Craig Mumm. He is look
ing fo rward ro ;m ending Marlboro 
Music this summer as a Young 
Artist, where established titans of 
chamber music perform alongside 
young stars with their careers 
ahead of them. T he openness with 
which Milan approaches life wi ll 
serve him well there and in his 
career. As he puts it, "1 have 

learned thar it is best to let li fe take 
me wherever it does." 

Lemhi Veskirnets i.s a violist in the 
Cleveland Orchestra and a rnernber 
of the board of the American Viola 
Society. 
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From the scifety of the sideLines, 'hors 
de cornbctt' as it were, sorne reminis
cences and observations that might 
be ofinterest to vioLists thinking 
about their subtle rru!tier -

By Philipp Naegele 

At New York's High School of 

Music and Art, during my ante

diluvian time there berween 1941 
and 1945, all violinists were 

expected to play vio la too. My 

initial tangles w ith the alto clef, 

sight- reading the Bloch Concerto 
Grosso, were quite humiliating. It 

was my first confrontation with 

that classic choice of either read

ing 'a minor third lower on the 

corresponding string', or real ly 

facing the music ... I plead the 

Fift h as to what I've been doing 

since. One thing, however, was 

immediately clear to m e: vio la #7 

was the o ne to sign our for the 

weekend and rake home. Ir had a 

spacious, dark-hued, responsive 

sound. lt made me feel larger 

than life. Tr made me ask myself 

what a viola sound might be and 

how the viola needed to be 

approached differently from the 

vio lin . I had not yer seen through 

the fas;ade of the Casadesus 

"H andel Viola Concerto" and 

si milar concoctions and arra nge

ments that were standard fare in 

those pre- Urtex t days, but simply 

felt free ro revel in new-found 

ample sonorities. Even my ever-

IN TffiE STUDIO 
VIOLA MUSINGS 

critical father, working on his 

paintings in a cloud of cigarette 

smoke in rhe other room of our 

cramped Washington Heights 

im migrant quarters, was moved 

to rare compliments. So was Mrs. 

Jaffe upstairs, who regularly com

mented on my progress and 

repertoire of the month . I was 

practicing in a fi shbowl (the mak

ings of stage fright?). lt would be 

some rwen ty years, however, 

before r would actually rake up 

the vio la professionally alo ngside 

the vio lin- at the Marlboro 

Music Festival in Vermont and 

for a variety of chamber ensem

bles and recording projects here 

and abroad - after leavi ng rhe 

first violin section of the 

C leveland Orchestra and gaining 

great ca reer latitude by joining 

the music faculty of Sm ith 

College in Northampton, M ass. 

A d ecisive incentive to rake up 

the viola seriously was to collabo

rate as much as poss ible w ith the 

wonderfu l Italian vio linist Pina 

Carmirel li , a t Marlboro and 

beyond. She had a generous, spa

cious, enveloping sound that 

could rum velvety feather-light 

and intimately soulful , without 

ever becoming slick, precious, or 

perfumed . H er experience with 

vio lists had apparently been 

somewhat unsatisfying, since she 

complained of them as more 

li kely than not to be noisy pri-
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madonnc. l was sti ll transposing 

in the Rrahms g-minor Piano 

Quartet (with the very young 

Murray Perah ia), during my first 

viola summer in M arlboro in 

1966, w hen Pina looked over ar 

me and said: "You are my vio

list!" That was often to be the 

case for some twenty years, until 

her death. ln this country our 

collabo rations we re at Marlboro, 

on numerous Music from 

Marlboro tours, on recordings 

for Marlboro (Brahms G Major 
String Sextet, several Boccherini 

quintets) and Nonesuch , as well 

as in Europe on many record

ings for D a Camera Records in 

Germany (rhe Mozart Sinfonia 
Concertante, the Bach Art of 
Fugue, Vivaldi two violin corlCcr

ti, and chamber pieces of Mozan , 

M artinu , and Reger). 

Here I need to recall one more 

vio la milestone. (Not to worry, 

all these reminiscences a rc to the 

point .. . ) ln the fall of 1951 the 

illness of Hugo Gottesman, the 

violist of the Busch Quartet, pre

vented him from playing a con

cert with the quartet in 

Manchester, Vermont, at the 

Southern Vermont Art Center. 

Adolf Busch asked m e to substi

tute for him. " But I don't have a 

viola!" l said. "Oh, T have o ne 

my father made fifty years ago," 

said Adolf Busch unapologetical

ly. He handed me a heavy, red -
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varn ished viola, which hardly 
marched my recollection of viola 
#7 ar HSMA and put me at a 
serious disadvantage in rhe .~e rene 

company of rhe Stradivariu s, 
Guadagnini, and Goffriller 

insrrumenrs of my awe-inspiring 
colleagues. I remonstrated meek
ly. A modern viola was borrowed 
from the kindly Swiss lurhier Karl 
Berger in New York. T had three 
rehearsals to get used to it. The 

concert went well and would 
have led to the momentous con
sequence of playing all the Busch 
Q uarter's Eu ropean engagements 

later that season, bur for the 
worsening heart ailment of Adolf 
Busch and his tragic ea rly death a 

few months late r. In fact it turned 
our ro be rhe final concert of the 
quartet. T still see Adolf Busch's 
stern glance over at me as he 
though r I was about ro miscou nt 
in rhe rranscendenta lly slow, and 
with him so very slow, slow 
movement of Beethoven Opus 59, 

#I . T he sonority of Busch and his 
quartet, rhat of Pina Ca rmirell i 
years later, and the lingeri ng first 
impressions I owed to viola #7 
became essential components of, 
and challenges to, my violinist's 
dialogue with the viola for many 
years ro come. 

That Adolf Busch, the owner of 
an unforgettably pure and pater
nal sonori ty on the violin, a 
sound ideal for the ' Benedicrus' 
of Beethoven's Missa Solemnis, 

could have seriously expected me 
to manage with thar red box was 
really quire in line with an old, 
established prejudice that relegat
ed the viola to secondary status in 
all respects. Any violinist, even a 

young guy like me who hadn't 
touched a viola since high school, 
was supposed ro be qualified to 
rake over a viola part any rime. A 
li rtle more spread in the hand, a 
little more of a reach with the 
bow, some quick clef thinking, 
and an appropriately subaltern 
disposition were all that was 
needed. Violists were fa iled vio
linists ... But in mid-twentieth 
cenrury things were changing and 

bringi ng about viola liberation. 
So when, at HSMA, on one of 
those friday afte rnoon visits by 
famous artists who would play for 

us and share their ca reer experi 
ences wirh young players eagerly 
checking bow holds and vibratos, 

a typically cheeky 'Music and 
Arter' piped up with: "Mr. 
Primrose, do you get nervous 
when you play with Mr. 
Heifet'L.?", he was sternly put in 
his place with the full force of 
newly-established viola dignity. 
By now it all seems quaint. The 
very last viola joke settled once 
and for all that viola jokes had 
had to be short so that violinists 
could understand them . .. 

For me, however, there remained 
and still remains an ongoing 
challenge, so often unmet by vio
lists in my experience, for fu lly 
admirable playing, despite the 
technical equality achieved in 

recent rimes. That challenge has 
to do as much with originality 
and artisric disposition as with 
the nature of the instrument 
irsell, i.e. the need fo r a critical 
and sensitive awareness of the 
viola's specific physical character
istics and irs in triguingly vulnera
ble aesthetic habitat between the 
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habitars of violin and cello 
respectively. Given rhe desire 
(and need) to show all the world 
that they have technical prowess 
and rhetorical potency com para
ble to vi rruoso violinists and cel
lists and will not be condescend
ed to, violists are eas ily tempted 
to imi tat ion. T heir sonic and sty
list ic orienta tion may more often 
be d i recred upward toward the 
treble register, aided by fast and 
narrow vibrato and the hallmarks 
of an imported faciliLy honed in 
rhe violin's XIXth and early XXrh 

cerllury rhetoric. High tessitura 

writing such as in Bartok, 
Hindemith, Walron, or 
Schni ttke, in transcrip tions of 
violin works, and even in the 

XVTTi rh century concerto reper
tOire with its benign neglect of 
the C string, encourages this. 
T he focus on the A string makes 
concentration on tone produc
tion all the more critical, since 
nei ther an identification with 
violin approaches to rhe E string, 
nor the ea rly music movement's 
apparent indifference to creative 
tone production, are very help
ful. Nor does high position play
ing on the lower strings usually 
yield the colors and expressive 
enhancement available to the vio
lin. The orientation downward 
tOwards the cello's sonic habitat 
which I would prefer - can lead 

ro orher troubles, however. For 
one rhing, there is no rhumb 
position on the viola to negotia te 
the highest reaches. The viola's 
comparatively short string length 
of same-named st rings does nor 
permit the cello's strong bow 
inputs. T he viola quickly rebels 
against even slightly excessive 



force. How often has the viola's 
C string been violated, with the 
rasping pitches pushed sharp, in 
the climactic moments of the 
funeral march in the Schumann 
Pitl1W Quintet. Was it wise for 

Hindemith to suggest, even if 
only once, that beauty of sound 
could be beside the point, espe
cially at a ti me when there was so 
li ttle of it around anyhow? 

Por better or worse, for roday's 
violists there appears to be rela
tively li ttle from the past seventy
five years of viola playing to emu

late, for want of comparably 
impress ive and all-powerfu l sonic 
models such as have inspired vio
linists and cellists ro imitation or 
rejection. The tonal characteris-

VIENNA PHILIIARMUNK; ( PK. VLS. ) 

ALIIAN BERG STRING QUARTET 
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NEW YORK I'HILHARMONIC 

)OACHIM-KOECI IERT QUARTET 

ti cs, and therefore the technical 
approaches to tone production of 
the great violinists and cellists, 
when transferred directly ro the 
viola, do nor ring true and ca n be 
musically distracting. Bow pres
sure overload, f.qsr vibrato, that 
all -purpose, globalized expressive 
intensity so familiar from count
less highly skilled conservatory 
graduates, those Heifetz shifts, 
those coy Kreislerisms, that pref
erence for high over low position 
playing of Menuhin, Ysaye 
pushed to the lushest limi ts- all 
are problematic enough in the 

epigonous hands of a younger 
generation of violinists lacking 
their own voices in their desire to 
please, bur are even more distract
ing when translated to the viola. 

William Primrose's demonstration 
that one could bring a violinist's 
virtuosity to the playing of the 
viola was perhaps historically nec
essary, but may also have had the 
effect of tempting others to think 
of the viola as an outsized vio-
lin ... More promising for the 
viola, then, seems to be the cello's 
son ic domain with its darker hues 
and a nobility and confidence 
facilitated by a large sounding
chamber, and that preference for 
low positions and open strings 
preached so persuasively by 
Casals. Like the cello, the viola is 

much less standardized in size and 
shape than the violin . The cello 

is played in a great variety of ways 
with respect tO endpin and posi
tioning, bow hold, vibratO, or 
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angle offlnger placement, while rhe 
violin bow grip and most other 
technical aspects have been quire 
consolidated since the reign of Ivan 

Galamian and his Contempora~y 
Violin Technique and Principles of 
Violin Playing. O ne need only look 

around. Violinists look much rhe 
same; cellists don't. Where does 
rhat leave the viola? It comes in so 

many shapes and sizes, so many 
types of innate sonori ty, and with 
so li ttle consensus among practi
tioners in marrers of sound? How 
could it cul tivate more tcllingly irs 
own sonic domain, its very own 

aesthetic, vis a vis its upper and 
lower neighbors, whether in a solo 
or an ensemble context? 

String players are in a very favo r
able place today. T hey are set free 
- free to rake their inspiration 
from any source, whether musical, 
li terary, pictorial, ethnic, or schol
arl y. T hey are free to create their 
own persona. All doors are open 
ro fresh insights. The historically 
in formed performance movement 
acts as a leavening stimulus, as it 
rehabili ta tes the agogic and rhetor
ical clements of style to which the 
modern all-purpose 'gorgeous' 

sound, with irs tendency to veer
ing back and forth between thun
dering weight-lifting and the lush 
sensuality of zip less bow changes, 
has already begun to accommodate 
itself. T he passing of great style
prescriptive personalities with mes
merizing powers leaves us free to 
redefine all aspects of srylc and 
sonori ty. We are fi-ee to play diffe r
ent musics very differently. We arc 
increasingly free to outgrow the 
recent wave of generic competition 
playing, which was, perhaps, a 

necessary stage on the way to our 

present era of an emerging highly 
competent individualism. We arc 
free lrom hovering authori ty fi g

ures and the anxiety of having to 

please them, free from rhe 'anxiety 
of influence'. O ne can only hope 
that rhe gatekeepers on juries and 
boards of admiss ion also rethink 
their expectations and increasingly 
will value originality and individu
ality. While this concerns all string 
playing, violists will always face an 
addi tional task - to build a sonic 
realm specific to their instrument. 
While the violist must match at 
once a violinist's facility and a cel
list's amplitude, he or she needs to 
cul tivate a sensitive respect for the 
ul tra-sophisticated listening 
required for successful ly relating 

bow pressure and inflection to 
string length, bow speed and pres
sure to string th ickness, vibrato 

width and speed to tess irura, and 
expressive intensity to the peculiar 
phys ical limits of the instrument 
as well as rhe d ictares of 
autonomous, non-deriva rive good 
taste. T he sonic realm of the viola 

has many more pitfalls than irs 
cousi ns above and below, requiring 
great discretion in a subtle balanc
ing act between right and left 
hands. Now that the viola is fully 
emancipated techn ically and in 
status, it needs to distance itself 
from the violin on one side, and 
even, though with a fraternal nod, 
from the cello on the other - a 
need to which co mposers, roo, 
might begin ro give more real is ric 
consideration. n 

Philipp Naegele is WiLliam R. 
Kenan Professor of Music Emeritus 
at Smith CoLlege. fie has participat-

ed in the Marlboro School and 
Festival of Music since its inception 
in 1950 and, despite a doctorate in 
musicology ftom Princeton 
University, survived to play the tJio
lin and viola as soloist, charnber 
musician, rmd with the Cleveland 
Orchestra. His volume, Marlboro 
Music - German Vocal Texts in 
Translation - an Anthology, wtts 
published this year. 
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TITANI UM VIOLA A 

Kaplan Solutions are strings that solve specffic 

problems rmd rcquircments.fortbe bigb-end 

player. Years of exbruutive researcb into mrtterial.r 

tmd design of strings, combined witb extensive input 

from professional musicians and lutbiers result 

in string.r made for the perfect pt•rfomwnce. 

The Kaplan Solutions Viola A string produces 

a round , rich, anti open tone. This titanium

wound string is designed to ble nd with lower 

>trings, adding projection on higher notes. 

It~ the missing link to a total Viola performance. 

Ava ilable in Light, Medium and I Ieavy tensions. 



MODERN MAKERS 
THE PROLIFIC AND IMAGINATIVE 

MAKER, GREGG ALF 

By Eric Chapman 

Photos by Gregg Alf 

Throughout history, luthiers have 

rradirionally received training 

from their fathers or other close 

relatives. Occasionally, they were 

apprenticed to established makers 

in their local town, keeping trade 

secrets well-guarded and within 

the confines of the family shop. 

American luthier and violinmak

ing pioneer Gregg Alf has broken 

the mold by parting with 

these t raditions and many 

others, and has thus suc

ceeded in catalyzing cre

ativity in makers every

w here. 

Born in Los Angeles in 

1957, Alf's family then 

headed cast, eventually set

ding in rhe Washington, 

D.C. area. His goal as a 

young man was to become 

a concert violinist, and to 

this end he packed his bags 

and left Washington 

for England. He 

spent a year groom

ing his violinistic 

technique. Visions of 

a concert career 

eventually fell o ut of 

fitvor however; but as 

this dream lost its 

luste r, he began to 

explore new options 

in the violin world. 

While on a break from vio

lin training, Alf returned 

home to Washington and 

found his way to the violin 

shop of Willis Gault. In 

addition his regular busi

ness, Gault also worked 

with a number of amateur 

makers each Saturday. Alf 

"joined the club." W ith 

some knowledge acquired, 
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Alf found a summer job in Des 

Moines, lowa, setting up rental 

instruments and gaining experi 

ence working with too ls. After 

finishing his flrsr violin using pri

marily gouges and fi nger planes, 

his bigger and better career plans 

took shape. 

Alf made an appointment with 

Helmuth Keller, a wel l-known 

maker in Philadelphia, to show 

his violin and discuss the possibil

ity of attend ing the violin m aking 

school in Mittenwald, Germany. 



and found a job in the 

shop of Stefano Conia. 

Wh ile at the C rem ona 

School ofViolin Making, 

his teachers included Ezio 

Scarpini, Alceste Bulfari 

and G io rgio Scolari. 

After an eight-year stint in 

Cremo na, Alf returned to 

the United States and 

established a partnership 

with his friend and col

league Joseph C urtin 

(recent recipient of a 

MacArthur Foundation 

granr). Together, they 

became world renowned 

for their meticulous bench 

copies of some of the 

world's greatest instrumen

tal rnas rerpieces. Alf 

GA165 and C urrin also 

Keller was nor at all encouraging 

and suggested he didn't have the 

talent to make it as a lu rhier. This 

was nor at all the answer Alf had 

anticipated. Undaunted, he 

walked a few blocks down the 

street to the shop of Adolph 

Primavera. H ere, the reception 

was quire different. Primavera 

convinced Alf that the violin 

making school in C rernona was 

rhe place to go. 

Armed with his summer experi

ence, and knowledge he had 

acquired taking acoustics courses 

at a university in Washington 

D.C., he headed for Italy with 

$300 in his pocket and rhe con

viction rhar he could make it as a 

luthier. Three hundred dollars 

doesn't go very far, especially 

when buying wood. Alf sought 

worked on projects 

separately, creating instru

ments on commission and 

exploring acoustical and 

varnish experiments. By 

sharing rhe resulrs of these 

experiments and interac

tion with musicians, they 

elevated the quali ty and 

playability of each new 

instrument. 

While experirnenring and 

stretching the violin world's 

concept of "The Possible," 

Alf has unselfishly shared 

his knowledge and find

ings. In a world where 

i nstru rnenr making tech

niques had been jealously 

guarded, Alf shares infor

mation freely. The Violin 

Society of America, a most 

important source for the 

dissemination of info rmation on 

instruments and the "secrets" of 

violinmaking, gives Alf his outlets: 

the VSA Journal , the 

International Violinmaking corn

petitions, and the Oberlin College 

summer workshops fo r makers. As 

a maker who is Hors Concours in 

the competitions and an instruc

tor in the Oberlin workshops, 

G regg Alf has become a moving 

force in the "open era" of violin

making. 

Perhaps Alf's most recent project 

is a natural outgrowth of this 

sharing philosophy. Like m ost 

makers, Alf realized that rhe 

work he did at the Alf Studios 

in Ann Arbor, Michigan, 

rem ained focused o n a "re-enact-

GA2583 
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ment of the pas r by copying the 
wel l-established models of 
Guarneri and Stradivari." This 
led to the question: "Where 

would the world of fin e art and 
literature be today if most of the 
painte rs since Leonardo and 

many of the poets since 
Shakespeare had limited them
selves to creating copies?" T he 

pondering of this question and 
others became the genesis of the 
Amiata Summit. 

At the beautiful medieval Castello 
di Potcntino in Tuscany, Italy, Alf 

launched the Amiata Summit by 
inviting eight prominent makers 
and eight prominent string play
ers to brainstorm the musical 
needs of the future. The goals of 
the summi t, summarized below, 
are indeed important to all string 
musicians. 

l. It is the dissemination of 
knowledge that leads to grea ter 
understanding. 

2. Innovation should be valued 
fo r the tonal and aes thetic evo
lution and improvement of the 
violin family of instruments. 

3. Makers must respond to the 

changing needs of the players. 
4. The primary function of an 

instrument is to produce sound 
without compromised durabili ty. 

5. Aesthetics transform an i nstru
ment from a sound production 
tool in to a living work of art. 

G. The interdependence between 
players and makers provides the 
opportuni ty for players to par
ticipate actively in the creation 
of their instruments. 

7. Musicians should always be 
able to secure an instrumenr 

valued principally 
on irs tonal merits 
and properties. 

How docs such an 
important set of 
objectives translate 
in to your dream 
viola? 

Most of Alf's violas 

are a joint venture 
between player and 
maker. Emphasis is 

on crea ting a user
fri endly roo!. First, 

each instrument is 
designed around the 
string length, the 
essential ingredient 
for comfort, playabil-
ity and safety from 
inju ry. O nce the 
string length is estab-
lished, other user-friendly dimen
sions are built around ir. T he 
middle bout is kept close ro 14cm 
ro facilitate ease of bowing. 
Corners arc short and allow addi
tional freedom in bowing. T he 
short corners in turn permit 
longer f holes which generally 
enhance sound production. 

The Al f Gasparo da Salo model 
viola (#165) pictured here was 
built in 2002. Irs body length 
measures 15 7/8" with a narrow 
upper bout wid th of 192mm, 
making navigation in the upper 
positions quire easy. The C bout 
is wide, the corners short, and the 
f holes arc tapered to decrease air 
resistance as the air enters and 
exirs the acoustical box. As the 
viola is a Brescian model (formu
lated by makers in the Italian 
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town of Brescia) that fearures a 
fu ll arch to the instrument's edge, 

the instrument can be physically 
smaller bm still have the same air 
volume as a larger viola. This 
instrument illustrates a typical 
Brescian double purAing and 
inlaid back. 

T he Alf viola (#2583) dates from 
1982 when the maker was still liv
ing in C remona. It illustrates the 
maker's early work and shows rhat 
many user-friendly principles were 
already being applied. Note again 
the shoulder slope, short corners 
and the more than 9cm between 
rhe corners. A close look at the C 

bout contour itself shows an 
unusual curva ture of rhe ri b. The 
center of the rib rakes a rather 
abrupt slant toward the f holes to 

increase the bow clearance and 



narrow the width of the middle 
bout. T he rib then quickly fla res 
out to support a wider middle 
bout, which in turn encourages 
depth on the C string. 

T he third viola (#9672), a bench 
copy of a 1580 Gasparo da Salo, 
is the joint creation of Joseph 
Curtin and Gregg Alf. T he ori.gi
nal viola had belonged to Nathan 
Gordon, an N BC violist and later 
Principal of the Derroit 
Symphony; many readers have 

perhaps seen the instrument on 
TV, as it is now owned by the 

New York Philharmonic and 
played by Cynthia Phelps. T he 
bench copy, which duplicates the 

original as closely as possible, has 
only the single line of pu rfl ing 

and no inlay on the back. As it 

measures 17 _", most violists 

wouldn't characterize it as user
friendly, although again the 
Brescian model assists with com
fort facto rs. T his bench copy was 
buil t to allow the original and the 
Alf to be interchangeable, a tactic 
that assists in the preservation of 
the original. For color photos of the 
specific instruments discussed, visit 
http:/ /www.al fs rudios.corn /vio
las.html; all three are likely to be 
in the luthier's exhibit at the 
Montreal Congress as well. 

Alf's work presents many options 

fo r players. The maker is always 
glad to collaborate with players, 
and share the special secrets that 
can make your next viola your 
dream i nsrru men t. H 

A founder ttnd current Board mern
ber of the Violin Society of Americtt, 
J.:::ric Chapman owns J::.'ric c:napman 
Violins, Inc. in Cnicago and serves as 
Vice President of the Chicago Schoof 
ofViofin Making. He has been 
cornrnended for distinguished sert;ice 
by both the A VS and the VS'A. 

RBP MUSIC PUBLISHERS MUSIC AT RUTGERS 
Arrangements by Robert Bridges 

Visit our web site for complete catalog and 
FREE AUDIO DOWNLOADS! 

We now offer instant credit card ordering online 

Franck Sonata, viola and piano 
Telemann Solo Suite 

Stravinsky Suite for Viola and Piano 
Prokofiev "Cinderella" Suite for viola and harp 

Bartok Rumanian Folk Dances for viola and piano 
Puccini Madam Butterfly for viola and harp 

Beethoven "Moonlight" sonata for viola and piano 
Bizet Carmen Fantasy for viola and piano 

Orchestral excerpts from the ballet literature 

Plus the newly reconstructed Bach double 
concerto for violin and viola in G major 

These favorites and more! Visit us online at: 

www.rbpmusic.com 

Mason Gross School of the Arts 

STRING FACULTY 
Arnold Steinhardt, violin, chair of strings 

Matthew Reichert, violin 
Lenuta Ciulei, violin 
Paul Neubauer, viola 

Kathryn Lockwood, viola 
Jonathan Spitz, cello 
David Grossman, bass 

Instruction on major instrument, and in musicianship, 
theory, and history. Performance in the Rutgers 
Symphony Orchestra, Philharmonia, early music 

ensembles, chamber groups, and solo recitals. Degree 
programs: BM, MM, AD, DMA. Merit based scholarships. 

Audition/application information 
at www.masongross.rutgers.edu 
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ORCHESTRAL TRAINING FORUM: 

By Basil Vend ryes 

Every work on an audition list has 
a goal or purpose in the eyes and 
ears of an audition committee. 
Like etudes and studies, if we 
approach the excerpt with a sense 
of why it is being asked (as opposed 
to merely the hazards Lhat it con
tains) we will be able to better 
focus on and complete the goal set. 

Most excerpt lists for viola include 
"The Big Fivc"-Strauss Don juan, 

Beethoven Symphony #5, 

Shostakovich ~ymphrmy #5, Berlioz 
Roman Carnival and Mendelssohn 
Midsummer Night's Dream Scherzo. 

Each addresses a specific aspect of 
a violist's playing ability: Don Juan 
fo r technique, Shostakovich fo r 

shifting ease in upper positions, 
Roman Carniva l fo r tone/melodic 
line, Mendelssohn spiccato and 
Beethoven rhythm/intonation. 
There are several excerpts in the 
repertoire that may be substituted 
in place of any of these five, allow
ing for variety and challenge in a 
list while still covering the requi

sites demanded of an orchestral 
violist. T he two excerpts Twi ll dis
cuss below arc primary examples of 
works rhat will make the occasion
al appearance on an audition list. 
Both require skills found in one or 
more of the big five, and are valu
able additions to the violists' audi
tion repertoire. ln conclusion, I 

RAVEL DAPHNIS & CHLOE, 

MAHLER SYMPHONY #I 0 
wi ll address two common technical 
challenges to performing lyrical 
music under pressure: large shifts 
and inadvertently bouncing bows. 

Ravel Daphnis et Chloe, Suite 2 
While this excerpt requires several 
basic orchestral skills (dynamics, 
in tonation, etc), the primary goal 
is tone and color, very much like 
Roman Carnival. T he major di ffer
ence between these Lwo French 
excerpts lies in the opening, where 
rhe tone of the low strings is 
emphasized (the melody in the 
Berlioz is all on the upper strings). 
Choosing a warm vibrato- medi

tun speed and with some width
wi ll help the viola resonate and 
bring out the lower overtones. T n 
this impression is tiel roman tic 
music we can afford to take some 
artistic risks with choice of string 
(playing the fifth measure up on 
the C string) or the occasional 
slide. Phrase length cannot be 
stressed enough- it is all too easy 
ro allow the slurs to chop up the 
longer lines. Be sure to si ng 
through each phrase and deter
mine breathing points with your 
voice. Singing ofren shows us more 
natural phrasing/breathing points. 

Once we arrive on F# (figure 161) 
the part becomes accompanimen

ta l and one must remember to 

keep rhe A string tone honeyed/ 
less bright - a big task on many 

violas. l recommend stayi ng away 
from the bridge and using a slight
ly faster, shimmering vibrato. 

T here is a rhythmic passage at fig
ure 164 that often goes awry in the 
fourth bar. Super-imposing the 
fi rst th ree measures over measures 
4-6 (by humming or just hearing it 
mentally) will expose a rhyrhmic 
similarity that should aid in stabi
lizing any problems. Exaggerating 
the hairpins within these three bar 
phrases wi ll help to shape the line. 

The final melodic surge on the A 
string (figu re 165) should be 

approached with a deep bow and 
faster vibrato to compliment the 
louder dynamic. I have indicated 
two slides, both of which are taste
ful and in line with the passion of 
the passage. 

Mahler Symphony # 10 
T his last, unfinished symphony of 
Gustav Mahler receives perhaps 
the least performance exposure (i n 
27 seasons and four different 
orchestras l have performed it only 
once), and so direction/in forma
tion on how to prepare this mate
rial is often limited to reference 
recordjngs. It is a beautifu l, albeit 
quirky work, and d1e material used 
for viola audi tions comes from the 
first movement. T hese two 
excerpts usual ly complement or 
replace the common excerpts 
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Roman Carnival and Shostakovich 

#5. Both passages are played by 

the viola section alone, so sense of 

consistent pulse is mandatory (the 

violas open the work by them

selves, a rarity in the repertoire!!). 

The softer dynamics may be 

played up a notch- pianiss imo 

w ill be effective for an entire sec-
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rion but may seem roo distant for 

a solo player at an audition. 

Phrases arc unusuaUy long- main

taining tension in the line over 

many bars should be a focal point 

for the player. 

ln the firsr passage 1 recommend 

measures 4-5 on the D string for a 

warmer rimbre. Longer durations 

musr be counted accurately, with 

special attention to their tone and 

sustaining dynamic. Moving notes 

sho uld have direction without giv

ing a sense of accelerando. The 

accents before figure I arc expres

sive- more left hand oriented , 

using bow depth for ernphasis. T he 
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character strikes me as becoming 

increas ingly unsettled, so rhe vibra
to can develop from slow and 
slightly wide ar rhe beginning to a 
more narrow, faster speed at the 
end of the excerpt. 

The second passage is one of the 
more challenging in the reperroire 
for rhe viola section. The tremen

dous leap to the high 0 rivals the 
shifr in Shostal<.Ovich #5, and get
ring back down is no simple msk. 
Every instrument and hand is dif
ferent, and so the fingering l offer 
to you is for a relatively large hand 
on a 16" -16. 5" instrument. Be 
sure to connect all notes, as the 
shi frs/back extensions ofren show 
themselves in the bow. The 
dynamic rise fi·om p- mf-f and 
back should be dramatic, with care 
nor to crush the notes on the A 

string. The sfz. before figure 13 are 
similar ro those in the first 
excerpt- expressive, but with 
sligh tly more bow emphasis. Be 
sure to put rbe stress on the 16th 
note, nor on the grace note that 
precedes ir. 

Approaches to Lyrical 

Performance Hurdles 

A suggestion I have for helping in 
big shi fts is to not fully release 
weight in the shifting finger. A 
player needs to precisely measure 
the distance from low ro high 
pitch, and an improperly weighted 
lower finger creates a potentially 
'slippery' surface to shifr on. 
Timing shifts-deciding on the 

actual duration of the shi fr in real 
rime-is another critical element 
in consisrenr shi fting. For example 

in the Ravel excerpt, three meas
ures after figure 161 , if a player 
decides rhat the duration of the 
shi ft from F# to C# is a 16th note 
(taken fi·om the length of the F#), 
they can practice a smooth, timed 
motion th rough the interval 
instead of a lasL minute, jol ted one. 

Playing slow material in auditions, 

whether the opening passage of the 
Walton Concerto, Roman 
Carnival or Mahler # 10 can be 

very trying on the player. T he 
shaking bow during longer note 
durations ofren gets in rhe way of 

a successfu l excerpt and frequently 

leads to an early exit for a promis
ing auditionee. We all get nervous 
when there is a prize or position at 
stake, hut we can examine a specif
ic element of the nervousness in 
order to better control ir. Shal<.i ng 
is the result of the muscles being 
deprived of oxygen-most likely 
because we don't breathe ofren 
enough under pressure. The other 
irem 1 notice in students under 
duress is a raised right shoulder. 
T his suspends arm weight and pre
vents us from putting adequate 
pressure into the stick, increasing 
the chance of shaking. Try to 

remember just before beginn ing a 
slow excerp t or passage to rake fre
quent rhythmic breaths and lower 

the shoulder through down bows 
and you will find more conrrol 
and success in your performa nces. fl 

Basd Vendryes, instructor ofviola at 
the University of Denver's Lamont 
Schoof of Music, is aLso pr-incipal 
violist fin· the Colorado Symphony 
Orchestra. He has recorded on the 
Naxos and C'RJ LabeLs. 
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BOOK REVIEW: PLAYING AND 
TEACHING THE VIOLA 

A COMPREHENSIVE GUIDE TO THE CENTRAL 

CLEF INSTRUMENT AND ITS MUSIC 

Edited by Gregory Barnes 
Foreword by John Graham 
232 pages spiral bound, 
13 contributors 
Published by American String 
Teachers Association with National 

School Orchestra Association, 2005 

Reviewed by Dwight Pounds 

T he bakers' dozen or so contribu
tors to the recent ASTA/NSOA 
publication of PLaying and 
Teaching the Viola are of near-leg
endary status as performers, teach
ers, writers, composers, peda
gogues, innovators, motivators, 
thinkers, and tinkerers with a 
luthier thrown in for good meas
ure. The compilation apparently is 
the brainchild of Dr. Robert 
Gillespie, former ASTA publica
tions chair whose foresight and 

determination initiated the project 
of a comprehensive book that 
would incorporate all topics relat

ing ro the viola. John Graham in 
the foreword recounts the histori
cal waves that brought the viola 
and violists to prominence in the 
past century. Dozens of practice 
tips supplement its seven chapters, 
and the lists of viola li terature
collected, graded, and organized 
by Patricia McCarry - are arguably 
the most comprehensive since 

Henry Barrett's The VioLa: 
Gnnplete Guide for Teachm and 
Students. 1 

One need go no further than the 
preface and its enticing examina

tions of viola tradi tion (or lac!< 
thereof paraphrasing David Dalton's 
cited contention, "We are an 

instrument without tradition") to 

find the intended directions of this 
book. Editor Gregory Barnes stares 
the case well with such phrases as 
"the ultimate single source of prac
tical info rmation on the subject, 
with helpful step-by-step exercises 
and suggestions for improving 
every facet of playing and reaching 
the viola, at every level and in 
every musical context" and "those 
traditions in the making." 
Students "share the wisdom of 
artist teachers" and teachers "profi t 
from new ideas, detailed explana
tions, photographs and drawings 
to complement the exercises that 
describe specifics of playing, lea rn
ing, and teaching." The orchestral 

violist will find "helpful hints for 
refining orchestral performance 
skills and preparing for auditions, 
even tips on how to improve the 
orchestra's viola section." 1 

Karrell Johnson, in Chapter O ne: 
The Beginning Violist, li terally 
starts from the point of pre-
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instruction wirh deta iled discus
sions of viola and bow selection, 
sizing and fining the instrument, 
~md establishing the proper position. 
His presentation is comprehensive 
with 29 pages dedicated ro the 
beginning violist. These include 

ten full pages of excellent photo
graphs and drawings (two large 
images per page) and nine half

pages (one or two smaller images). 
Patricia McCarry's two-page litera
ture guide, divided into "methods 
and studies" and "repertoire" sec
tions, is enriched by ve ry helpful 
edirorial comments where she feels 

they mighr be appropriate. 

ln Chapter Two: The Intermediate 
Violist, Michael Kimber writes, 
"The in termediate level, encom
passing everything from beginning 
to advanced, includes a broad 
range in literature and involves 
considerable technical develop
men c."' Tn addition to refining 
basic skills, it is here that shifting 
and vibrato are added, as are 
dynamics, new bowing techniques 
(including spiccato), increased 
vclociry, new keys (four sharps 
th rough four flats), simple double 

stops, and positions IV through Vl 
with timely discussions devoted to 
the growing student and adjusting 
ro larger instruments. Kimber's 
thorough examination of the inter-
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Example of McCarty's repertoire Lists. Playing and Teaching rhe Viola, 18. 
Reprinted with permission from the American String Teachers Association. 

mediate violist extends through 44 
pages with almost 30 exercises ded
icated to specific technical skills. 
T his is exclusive of McCarty's 13-
page li terature compendium in 
which she emphasizes char "the 
line blurs between upper-interme
diate and lower-advanced levels. "4 

Jeffery Irvine, in Chapter Three: 
T he Advanced Violist, li ke Barnes 
and Kim her, hegins with basics 
such as releasing tension, proper 
breathing, posture, balance, and 
instrument position. He then 
gradually moves into playing, with 
thorough examinations of both 
left- and right-hand techniques. 

T hese presentations are both thor-

ough and detailed- the bowing 
portion alone covers five pages. 
Add itional discussion topics 
include efficient practice and a 
sobering reminder of injury as a 

rea li ty. Irvi ne's incredible atten
tion ro derai l throughout a 35-
page discussion covers many 
diverse topics. Section TX, 
"Musicianship, Expression and 
Artistry on the Viola," though 
specifically written f(n violists, 
would quali fy as good required 
reading fo r anyone intrigued by 
technical-aesthetic interdepend
ence. Be forewarned, however, 
that reading this chapter and 
reviewing McCarty's eight pages 

of advanced literature can be a 

humbling experience: one is quickly 
reminded that many of us (myself 
included) are truly intermediate 
vio lists by these standards. 
Chapter Four: Viola Diversity 
rakes the reader in a new direction 
and is divided into four distinct 
sections. 

Daniel Avshalomov, ro whom 
Barnes credi ts origin of the 
expression, "central clef," is 
author of "Pan I : T he Viola 111 

Chamher Music." O ne particular
ly ca tchy comment in a mul ti

faceted discussion is particularly 
descriptive of the chamber music 
violist: "It is the happy schizo
phrenic who fi nds himself in a 

string quartet - happy, that is, if 
he ca n move among the identities 
with grace, agility and a commit
ment to rhe role of the moment 
that precludes preference." T he 
"role" he describes includes that 
of "third violin, middle voice, 
and deputy cello," each a legiti
mate function for the viola with

in a given context. This is fol
lowed hy comments on chamber 
music acoustics and defining 
moments for rhe viola in this 
repertoire. 

Thomas Tarton, who inherited 

his man de as viola ensemble guru 
as an outgrowth of his graduate 
smdies, has ca rried ir with a sense 

of dedication and purpose and, as 
such, is author of "Part 2: Viola 
Ensembles: Music for T hree or 

More Violas." He begins his 
review, written in basic sonara 
form, with his exposition in the 
Terris Era with Lionel Terris, York 
Bowen, and Benjamin Dale. The 
development reviews the viola 
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ensemble li tcracure and ensemble 
participants in the international 
Viola Congresses. The rota lly 
unexpected ride of the mod ula
tion and transition is "Take Me 
Our to the Ball Game" which 
introduces the little-known elc
men t of the outdoor viola ensem
ble, beginning specifica lly with 
the Chicago Sym phony viola sec
tion performing the national 
anthem before a sell-out crowd in 
Comiskey Park, home of the 
Chicago White Sox, in 1985. 

Tatton incl udes basketball and 
other baseball venues and 

arrangements for sporting events, 
including "Mr. Sandman," ''Take 
Me O ut to the Ball Game," and 
"0 Canada." The recapitulation 
pertains to professional and colle

giate ensembles, including 

Germany's Allegro-Vibratsche, 
New York Viola Society and the 
American Viola Society sponsored 
ensembles, and university ensem
bles in Texas, Pennsylva nia, Oregon, 

and Beijing. Tatton's coda is a 
very welcome list or viola ensem
bles and sources graded appropri 
ately according to difficulty. 

Parts 3 and 4 were contr ibu ted 
respectively by Robert Baldwin 
and Katrina Wreede. Baldwin, 
writer fo r "Part 3: The Orchestral 
Violist," is also at the top of his 
game with a brief h isrorical 
review of the viola,s checkered 
history as penzionsinstrument. 

(Such was the practice of the rime 
despite the established point of 
Richard Wagner and Johann 
Joachim Quanrz. regarding the 

necessity of the violist in an 
ensemble being as accompl ished 
as the other members.) He then 
devotes two pages to the elements 
auditioncrs are looking for in a 
successful audition and includes 
lists of commonly requested con
certos and solo works, excerp ts, 
and solo excerpts for principal 
and associate/assistant principal 
audirions. He next shares 
rho ugh rs on orchestral excerpts 
and matches techniques, i.e., 
spiccato, sautille, with speci fic 
reperto ire. He concludes with 
observations on bow usc and 

bowings, fingerings and vibrato 
and a "viola section C redo." 
Katrina Wrcede d iscusses modal 
and harmonic improvisation with 
suggestions for creating im provi
sation activities in reaching, prac-
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rice and performance 

with "Part 4 : 

Improvisation for 

Violists," concluding this 

chapter. 

Chapter Five: From 

Violin to Viola, by 

Roland \';Hnos and con

sisting of o nly three 

pages, is by no means 

short of good suggestions 

and discuss io n gleaned 

from a full and remark

able teaching career. H e 

advocates learning alto 

clef from the very begin

ning of viola instruction 

and recommends 

Schradieck Book I as an 

excellent point of depar

ture. H e rouches upon 

the differences in shift ing 

to higher positions and 

the problems involved 

for the violinist, vibrato, 

bow weight and length, 

concept of sound, left

hand facility, and 

whether to "switch-hit" 

on both violin and viola 

or specialize. 

Chapter Six: Viola 
Pedagogy and Musical 
Learning, written in 

three parts and covering 

almost forty pages, 

directs one's attention to 

many specifics of viola 

pedagogy and musical 

learni ng and could stand 

on its own merits as a 

book unto itself 

In "Part 1, Teaching and 

Learning," editor 

Gregory Barnes makes 

his personal contributio n 

in a section so incredibly 

detailed and well organ

ized that his selection as 

edi tor of Playing and 
Teaching the Viola 
becomes obvious. 

Following the excellent 

and no less-derailed con

tributio ns ofJohnson, 

Kimber and Irvine that 

open rhe volume, one 

might ask what more 

could be sa id. The 

answer simply is "plenty" 

as Barnes both comple

ments and compliments 

their work with frequent 

references to the earlier 

texts. His eight topics are 

wide in scope but always 

converge on what is best 

for rhe student and the 

teacher. Key words and 

phrases: every vio list is a 

reacher and a learner; les

son design; independent 

learning; rem ediation; 

individual differences; 

physical change; bowing 

excellence; and Ldtimate 

goals. He stresses teach

ing the brain and learn

ing from practice, topics 

which will be developed 

further by Tom 

H ei m berg in the next 

sectio n. T he text is ri ch

ly footnoted with refer

ences ro the thoughts of 

such pedagogues and 

M ax Aronoff, David 

Dalton, Lillian Fuchs, 

Sam and Sad a 

Applebaum, Robert 

Dolejsf, Paul Rolland, 
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Robert C ulver, Kathleen Horvath 

and William Prim rose. Reading 

Gregory Barnes' pedagogical 

expose can be a humbling experi 

ence as one cannot help but 

reflect upo n such questio ns as 

"how was I taught," "how do I 

teach ," and "how do I practice?" 

It aft begins in the brain! -
Luciano Pava rotti, about singing1 

To m Heimberg begins "Part 2, 

Practicing the Viola: T hought 

Before Action," with the above 

recollection of a long-ago conver

sation with Pavarotti . T he well 

read author entices his read ers 

with o ther t imely quotes from 

famous and obscure alike in this 

at once philosophic and pragmat

ic discussion. H e expands the 

unive rsal truth that practice is 

essential to lea rning the viola (o r 

anything else) to this simple the

sis: practice itself is a skill that 

must be nurtured , maintained, 

refined and cherished and the key 

to successful pract ice resides 

always in the mind . H eimberg's 

three sections open with "The 

M ind in Practice" in which the 

need for ( I ) calm self-observation 

and (2) precise intentional actio n 

and mental pause are outl ined 

and discussed. H e moves next to 

"T he Mind in the Practice 

Room" and concludes w ith some 

eleven pages of exercises i m ended 

to supplement practice and tech

nical develo pment. 

"Parr 3, Final Though ts About 

the First Task: Warming Up," is a 

concise summary of the impor

tance of and the attention that 

sho uld be devoted to getting 

ready ro play. Warm-up tech

niques, such as slowly played 

scales and etudes, finger isomet

ri cs, original creation, finger flexi

bility, strengthening the third and 

fo urth fingers, and personal com

fort are discussed along with their 

application and function in 

warm-u p procedures by G regory 

Barnes and Katrina Wreede. T he 

section closes with four pages of 

excel lent and varied warm-up 

exercises 

Luthier Eric C hapman, whose 

presentations have enhanced 

many instrumental congresses 

and conventio ns, w rites sooth in 

the complica ted and subjective 

world of instrumen t selection in 

C hapter Seven: T he Hows and 

Whys of C hoosing a Viola. 

C hapman does not mince 

words- his style is direct, effi

cic.:nt, and precisely to the poin r 

and his scope is broad. 

D iscussio ns include body size and 

string length , sound quali ty and 

instrumental color in aud iro ri u m 

and dead rooms alike, and pracri

ca l considerations such as market 

value, workmanship, and trade 

value. 

This Comprehensive Guide the 
CentraL CLef Instrument and its 
Music is the type of book that 

should spend very li ttle of i t.~ use

ful li fe on a shelf. Rathe r, it 

should be found on a music stand 

or a desk and adorned through

out by yellow highl ighting and 

red underscore with srudents' 

names scribbled in pencil oppo

site paragraphs pertaining to their 

problems. Over passing years it 

should accrue coffee or soft-d rink 
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can stains somewhere, a few pas

t ry crumbs between pages, and 

perhaps a bent cover or frayed 

corner fro m bei ng d ropped, fo ld

ed and hastily stuffed in ro a case 

by its owner; such is the fate of a 

book in almost constant use. r; 

Dr. Dwight Pounds is a frequent 
contributor to the JAVS as a writer 
and photographer and has serued 
on the AVS Executive Board for 
over 25 years in various capacities. 
He was the third AVS Vice 
President, first 1 VS Executive 
Secretary, and is author ofThe 
American V iola Society: A 

History and Reference. He earned 
his docto1-ate from Tndiana 
University where he studied vioLa 
with WiLLiam Primrose and fn1in 
!Lmer. Dr. Pounds is f>roj{:ssor 
Hmeritus from Western Kentucky 
University. 
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Lillian Fuchs: Bach Six Suites 

Doremi Legendary Treasures Series 
DHR- 7801/2 

By Julia Adams 

I flrsr mer Lillian Fuchs in 1966 
when she was teaching and per
forming at a summer program in 
Maine. I had only recently "con
vened" to the viola, having 
received my MA in Performance 
from San Francisco Scare College 

that Spring with a violin major but 
a chamber music scholarship on 
rhe viola. T he impetus for my 
"conversion" was my first joh, as a 

RECORDING REVIEWS 
LILLIAN FUCHS' BRILLIANT 

SUITES REISSUED BACH 

violist with the Title Ill Project 
called "Music in Maine." I was 
new ro Maine and new to the viola 
as a full-rime commitment, and 

needed to learn its solo literature. I 
was thrilled when Li llian agreed to 

take me as a private student in her 
home studio in NYC, and 1 trav
eled there from Bangor, Maine 
once a month for two years. 

It was during this time that her 
husband helped me obtain the 
priceless set of three Decca LPs 
that 1 have used and treasured for 
almost 40 years. Because these 
records are so fragile, I made sever-

VOLUME 22 NUMBER 

43 

al attempts to transfer the Suites to 

cassette tape and more recently have 
had them "burned" on COs, with 
tl1e annoying "hiss'' ever present. 
When I heard that a 2-disk CD was 
released of Lillian Fuchs' Bach 
Suites from the old Decca record
ings, ir was a dream come true! 

T he CD cover notes include a 
quote from Pablo Casals following 
her performance of rhe Sixth Suite 
at the Prades Festival. He com
mented, "On the viola, it sounds 

better!" Although he may have 
been referring specifica lly ro rhar 
particular Bach Sui re, this is the 

opinion I have long held of her 
performance of all of them. Over 
the years 1 have listened to them in 

derail and have carefu lly used them 
to inspire my students. Now the 
newly-released CD wi ll bring this 
pre-eminent violist and her trade
mark performances of the Bach 
Suites to an eager new generation 
of violists. I have selected one Suite 
from each disk in the discuss ion 
chat follows. 

Suite #I in G Major 

Lillian Fuchs celebrates the viola -
the instrument- in these Suires. 
Beginning with Suire # 1 in G 
Major, for example, Fuchs starts 
rhe Prelude by pronouncing a solid 

open G - giving it just enough 
time to respond as the foundation 
of the tonic chord so we hear G 

Major both horizontally and verti-



cally. Her instrument resonates 
through her unapologetic use of 
open strings, flrsr position, cla ri ty 
of sequences, and honest phrasi ng 
rhar is all designed to serve the music. 

The performance is a blueprint for 
her choices of style, tempi, fi nger
ings, bowings and phrasing; all 
meticulously worked out and 
passed on ro her students, whose 
music she marked with energy ;md 
conviction. Above all, Fuchs' 
impeccable inronarion demon
strates the enormous gift that is her 
primary legacy. T his tiny woman 

achieves rhe urmo.q in expressive 
strength at the Prelude's final cl i
max and releases the music's power 
in a single bow that controls the 
closing diminuendo. It is a study 
in"ownership" of the music <U1d her 
i nstru men r. 
T he Allemande uses a carefully 
paced moderate tempo in appropri
ate conrrasr ro rhe opening Prelude. 
Students always want to know how 
"bst" to play this movement, see
ing nothing but 16th notes. Li ll ian 

Fuchs chooses a more sensitive 
route that allows her rime ro give 
every note its place within a given 

phrase. Even in the widely spaced, 
disjunct motion of the third meas
ure after rhe double bar, she knows 

exactly how much rime is needed 
for rhe notes to speak while main
raining the tempo's natural Aow. It 

is in places like this, where musical 
and technical concerns find a par
ticular collision, that her interpre

tive artistry has no equal. 

In rhc Couranre, Li ll ian Fuchs 
gives prime importance and 

duration to the three 8rh-norc 
motive that begins and pervades 
rhe movement. The "running" 

character of the movement then 
rakes Aighr between statements 
of th is motive whose more 
declamatory pace continues to 

define Bach's compositional 
design. In rhe fas ter sequences 
that characterize this Couranre 

her bowing patterns bring our 
both the fa ll ing chromatic li ne 
and the rising diatOnic scale. 
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Giving weight to rhe second bears 
in the slow Sarabande follows the 
original dance step the music rep

resents. Interestingly she does not 
incl ude a chord on rhe 2nd beat of 
measure 4. Of note, as well, arc 

the pronounced shifts and slow 
tri lls that always begin from above. 
A particularly beautifltl touch is the 

way she chooses to let the lower 
octave softly reAecr rhe tonality 
rather than simply repeating it. 

Her Minuet I is a stately dance 
giving vertical impulse ro the triple 
meter. Here, again, I find some 

slides a bit of a "romantic" touch. 
Oddly these seem more prominent 
in the CD than the LP. The Minuet 

II adds linear Auidity with only the 
slightest change in tempo - giving 
the two sections more similarity 
rhan is normally encountered in 
the average Minuet/Trio move
ment. (After all, they are both 
Minuets!) Of particular interest ro 
current interpreters is her choice to 
.~ ray in first position and not travel 
up the D string in rhe second half 
of the Minuet IT nor at five before 
the end of that section. A record
ing glitch is evident in the repeat 
at rhe end of the sixth measure 
from the conclusion of Minuet ll. 

Amazingly, rhar gli tch docs nor 
occur on the earlier LP. 

Lillian Fuchs closes the Suire No.1 

with a ve ry lively Giguc. Here she 
is able to contribute both an ener
getic lcgaro and a dancing spiccaro 
ro give rhc movement contrast 
while main ta ining i t~ vitali ty. And 
she knows how to bring our rhc 
scale sequence in the last line of 
music- n, C#, 0 #, E, F# - leading 
ro the inevitable conclusion; a 
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broad sweep with her bow on the 

final open G string brings the 

music full circle. 

Suite No.IV in E-flat 
Major 

Although emotional characteristics 

for given keys are "disputed" (New 

H arvard Dictionary of Music, 

p.427), Lillian Fuchs chooses a 

generally darker and consistently 

stronger approach in the E-flat 

Major Suite. From the outset she 

pushes her large Gasparo da Salo 

to the limits of its power; four bars 

before rhe first fermata in rhe 

Prelude, she produces an almost 

exu·eme fo rte dynamic with strong 

left-hand finger placements to 

match. The ent ire Prelude main

ta ins an insistent power of articu

lated 8th notes, relieved only by 

p ronounced dynamic contrasts and 

by the occasional 16th-note caden

zas that break the disciplined 

rhythm of rhe body of the work. 

She appears to set up a stylistic 

contrast at the beginning of the 

Allemande w ith an elo ngated and 

singing upbeat and downbeat. Bur 

the strong articulation of the fo l

lowing disjunct 8th-note motive is 

an unmistakable connection to the 

Prelude. The Couram e, too, con

tinues rh e marked style ser by the 

Prelude wh ile Fuchs allows the 

triplets to take over the running 

character of the dance. Particularly 

deligh tful is rhe way Ms. Fuchs 

balances rhythmic outlines by 

making up for lost rime following 

the octave cadences. N oticeable, 

too, is her wonderful 0-Aat 8 after 

the double bar, which is miss ing in 

some editions. 

With its linear, sustai ned approach, 

the Sarabande stands alone in her 

in terpretatio n of the 4 th Sui te. 

Students can learn from rhis per

fo rmance rhe power of a tempo 

that instead of being ''slow" can be 

characterized as "reluctant." The 

duet character in trod uces suspen

sions like the one in m easure 8, 

where she chooses ro sustain rhe 

lower F th rough the resolutio n 

from B-Aat to A. By taking time 

on rhe wonderful rrirone five rneas

urt:s before the end, she brings a 

special tension that resolves a full 

measure later. H er timing is always 

in service to the shapes and phrases 

of rhe m usic itself 

T he duple meter Bourn~e I has a 

livel ier character than its Minuet 

cousin, and here Lillian Fuchs 

b rings out irs renaissance o rigins 

with clear articulation of the 

dactylic motive: long, short, short. 

H er generally darker character fo r 

this Sui te can be perceived in this 

movement by a lack of those fre

q uent echoes so typical of o ther 

interprt:tations. ln its com panion 

Bouree I I, she separates the dut:t 

with a legato upper line while 

marking the lower voice. 

To close Suite IV, Lillian Fuchs 

gives us a G igue of unique spiri t. 

Even the opening pick-up is pre

cisely timed to her dashing rernpo 

and tht: movt:ment is a rt:al tour de 

force displaying her am azing tech

nica l and exp re.~s ive talent. It is the 

perfect juxtaposition of discipline 

and exuberance. W h at is so 

thrilling about tht: old recordings 

from the pre-digital age is that we 

hear a t rue perfo rmance where an 

artist's talent and character are fully 
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exprt:ssed. In this C igue we hear 

her personal triump h at the pick

up to measure 3 after the double 

bar, and her emotional depth on 

the C -flat of the unsuspected 

diminished 7 th arpeggio ten meas

ures befo re the end. The emotion 

is all ca rried through in these COs. 

Fuchs achieves her mastery of the 

Bach Suitt:s through ht:r prodi

gious talent and its service to the 

music. She always to ld her stu

dents "1 - 3 - 5," which referred ro 

positions and meant "stick to the 

basics!" Of course she frequently 

employed extensio ns, 1 /2 and 2nd 

positions - bu t those were used 

after the options of open strings 

<md h t:r "1 - 3 - 5" ad vice was tried 

first. Simplicity was the foundation 

of her rechnique. She also taught 

us ro think as we worked, to dia

gram the music and, by example, 

to play from tht: heart. 

She ro ld me that every day fo r her 

was a "fight" with the instrument. 

It was a fight that she always won 

;md now the elements of that victory 

will be available for all of us to study 

and admire in our individual quests. 

j ulia Adams is the violist of the 
Portltmd String Quartet. She has a 
B.A. in Music frorn Oberlin College, 
rm M.A. with a Peiforrncmce 
b 'nphasis frorn San Francisco State 
College and an Honorary Doctor of 
Music Degree i·orn Colby College. 
Her Scale Studies for the 

Intermediate V iolist and H oliday 

M usic for Strings are published by 
Ludwig Music Publishers. 
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NEW Musrc REviEWS 
This column features recently com
posed Viola Concertos. 

Viola Concerto No. I 
( 1995) 

D ifficulry: Level 6 
Duration: 19 minu res 
Dedication: Philip Dukes 

Viola Concerto No. 2 
44The Seafarer" (200 I) 

Andante irrequieto 
Andante m;J levole 
Andante riAessivo 

Difficulty: Level 6 
Duration: 30 minutes 
Dedication: Tabea Zimmermann 
(in memory of David Shallom) 

By Sally Beamish (b. 1956) 

As I li stened to the recording of 

rhe Beam ish Viola Conccrw No. 
1 lBTS-CD-97 1 with Phi li p 
Dukes solo viola and rhe Swedish 
C hamber O rchestra], 1 fo und 
myself being most intrigued with 
the textures and harmonics. I 
fo und rhe sounds in this corlCer
to to always be pleasant , but ye t, 
as I listened closely, 1 noticed the 
music being ve ry linearly-orient
ed (individual lines) rather than 
horiw n tally-o rien red (harmonic). 
These dissonances in the music 
never really bothered me as the 
Aorid language Beamish uses 
doesn't seem ro favor any o ne 
interval over another. As T ana
lyzed the score of this one move-

men t concerto , I was also 
intrigued with the Aexibility of 
rhyrh m ic usage, as she very often 

goes between duplers, triplets, 
quadruplets, sextuplets, and sep
ruplets with ease and flair, often 
times setti ng these rhythms 
simultaneously in di fferent voic
es. T he form of the wo rk is 
through-composed , though an 
arch in the scoring is apparent- it 

srarts and ends very th inly, with 
few instruments playing. The 
instrumenta tion of this concerto 
is for full orches tra wi rh va ried 
percussion instruments. T his full 
scoring is most often heard in the 
wrri sections; she is very careful 
to always make sure the viola ca n 
be heard by thinning the tex ture 
out quite a bit while the solo ist is 
playing. There are also some 
in te resting chamber sections in 
this piece. For instance o ne sec
tion calls fo r solo viola, clarinet, 
and temple blocks, while another 
uses solo viola, solo cello, solo 
double bass and timpani. 

'1echnically this piece provides 
some challenges (especially in 
double-stopping), although there 

is nothing unplayable. Surely lots 
or attention will have ro he paid 
to issues of counting and ensern
ble; wirh some of the intrica te 
cross- rhythms in the other 
orches tral instrument lines, the 
soloist wi II have to follow the 
conductor rather than vice ve rsa. 

Sally Beamish is a London-born 

violist/composer who moved to 
Scotland in 1989 after receiving 
a Council Composer's Bursary. 
From that point o n, she has 
mosrly dedicated herself to her 
composing. (Her viola was stolen 

shortly befo re she moved ro 

Scotand, solidi fy ing this decision 
fo r her!) T he Viola Concerto No. 

2 is a rh ree-movemen t work with 
all of the movements being some 
variant of an Andante tempo. 
T he language in this piece is sim

ilar ro that of the Concerto No. 
1 and is also scored fo r large 
orchestra. Both o f these pieces 
end very quierly, bringing out the 
somber peaceful moods of the 
viola. T his work has been record

ed by Tabca Z immermann and 
the Swedish Ch ::~ mbe r O rches tra 
also for release by the BIS label 
for the near future. Beamish has 
also wrirten a viola sonata with 
piano, rwo solo sonatas, a piece 
for fo ur violas, and she has start
ed a Viola Concerto No. 3 which 
is being written fo r Lawrence 
Power. These works are all wel
co med addi tions to the viola 
repertoire which T highly recom
mend violists ro get to know. 

These works are available though: 
Scottish Music Cenrre 

City Halls Candle riggs Glasgow 
G l l NQ 
SCOTLAND 

Tel: +44 (O) 14 I 552 5222 
Email: info@scottishmusiccenrre.com 
Web: 
http:/ /www.scottishmusiccenrre.com 
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Concerto per Ia Viola 
(2005) 

Allegro 
/\ria su due Corcle 
Capriccio 
Rapsoclia al ia Bulgara 

Difficul ty: Level 6 

Durarion: 34 minutes 
Dedication: Uriel Segal 

By A tar Arad (b. 194 5) 

Having been in communication 

with Arad about his Solo Viola 
Sonara thar T reviewed in a previ

ous issue, Aracl made me aware 
that during his sabbatical in the 
spring of 2005 he would be com
posing his first viola concerto. 1 
eagerly awaired this piece, and was 
highly gratified to hear and exam
ine it. Arad premiered the concerto 
with the Indiana University Jacobs 
School of Music Chamber 
Orchestra rhis past fill!, and has 
since perfo rmed it with the 

Rrussels Chamber Orchestra. I 
enjoyed listening to this work even 
more than the Solo Viola Sonara, 
wh ich r consider also to be a work 
of gen ius. It is very inspiring to see 
a composer begin to Aolll·ish afte r 
such an extensive performing and 
teaching career; it brings to mind 
Bruckner, who wrote his 
Symphony No. I at age 4 1. 

Arad drew inspiration for this 
work from two earlier pieces he 
wrore: his Six Caprices for Viola 
(2005) for the first three move
ments of the concerto, and his 

Solo Viola Sonata (1992) for the 
b sr. (This reminds rne of the rela
tionship between Penderecki's 
Viola Concerto ( 1983) and his 

Cadenza per Viola sola (1984), 
except in reverse.) The first move
ment of the concerto, Allegro, is 
saturated with triplets in a down
ward chromatic movement, creat

ing a texture that reminded me 
slightly oC the Hindemith 
Karnmermusik No. 5 th ird move

ment (M~iss ig Schnell). T also 
heard a difficult double stop pas
sage ncar rhc end which reminded 

me of the double-stop cadenza in 
the final movement, Variantc cines 
Militiirmarsches, of the 

Kammcrmusik No. 5, and some 
runs similar in contour to those in 

rhe Walton Viola Concerto second 
movement. T hese interesting, yer 
distant homages to famous viola 
works being mixed in with the 
rhythmic and lyrical element from 
/\rad's ethnic music of his early 
years (which he describes as being 
an amalgam of sounds from 
Central and Eastern Europe, the 
Ncar and Middle East, and rhe 
Maghreb and the Balkans) make 
lor a highly individual and original 
concertO for the viola. 

T he first movement maintains a 

qu ick upli ft ing pace throughout 
u nril rhe end where the energy 
dissipates, which thus helps to 

effectively set up the somberness 
of the opening of the second 
movement, Aria su due corde. 
Arad composed the movemen t in 
an unusuai /\BAB form , in which 
the''/\" section is Lento and on 

rhc g-string, while rhe "B" section 
is Vivo and on the a-s tring. Of 
course there arc several pieces 
where the composer writes for the 
string instrument on one string, 
bur never have 1 seen a composer 
pick two stri ngs chosen rhis way. 

The vivo section is in a quick 
changing eighth note meter (a Ia 
Copland/Bernstein), while the 
Lento section is in a slow quarter 
note pulse, mostly of 3/4 and 4/4. 

The third movement, Capriccio, 
begins with a slow 12-bar intro
duction with exotic sounding, 
quick melismatic rhythms slurred 
into very slow notes. T his mood 
is broken by a moto perpetuo that 
opens with a "viola sawing" sim i
lar to the opening of the second 
movement of the Schnittke Viola 

Concerto. Arad departs from this 
using rhe material from one of his 
caprices (titled Bela), which ends 
with an exact quote from the end
ing measures of the Bartok Viola 
Conccrro. 

T he fourth movement, Rapsodia 
alia Bulgara, is my favorite of all . 
There is a comedic element with 

the textu re and counterpoint 
hea rd in the opening, reminding 
me of orchestral works by 

Stravinsky. In the mix arc 
Bulgarian themes Arad used in 
the Solo Viola Sonata. T his move
ment has a mixrure of high energy 
and reflective moments, and end
ing is very curious as it seems to 
come om of nowhere; a fast three
measure "burton" to the final 
cadence comes right after a 
somber moment. This exciting 
ending is certain ly welcomed and 
will certainly bring audience to 

thci r feet after hearing such a vir
ruosic adventure. 

T his work is available from the 

composer directly at: 

e-mail: aarad@indiana.edu 
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Bridge of Light for 
Viola and Orchestra 
( 1990) 

Difficulty: Level 4/5 
Duration: 17 minutes 
Dedication: Patricia McCarty 

By Keith Jarrett (b. 1945) 

I first heard this work performed 
by Patricia McCarty and the U.S. 
Air Force Orchestra at the XXHl 

International Viola Congress, and 
remember thinking it was a beauti

fttl piece. I have since purchased the 
mtL~ic and recording [ECM 1450 with 

McCarty and the Fairfield Orchestraj 
and believe that this work is one of 
the most gorgeous viola concertos 
written since the Martinu Rhapsody 
Concerto or the Vaughan Williams 
Suire for Viola and O rchestra. l find 
it especially refi·eshing char Jarrett 
feels completely comfortable in writ
ing in a completely bold tonal fash
ion, unaffected by more abstract 
composers ;u·ound him. l have heard 
some critiques that perhaps this piece 
is sometimes a bit "too lush," but that 
didn't bother me in the slightest; on 
the contrary, tlus piece wa~ a breath 
offi:esh air. Even though this concerto 

is fifteen years old, l have included 
it here because I am guessing that 
there are still many violists who have 

not heard this piece yet. I expect that 
this piece will eventually make an 
interesting diversion for students to 

learn; probably in the near future r 
will be pawning this one off on one 
of mine to see how it goes! The 
technical writing is nor too strenu
ous; the re are some double-stop 
sections that will need some work, 
bur the majority of d1e piece is very 
lyrical and will sui t violists with 
especially robust tones quire well. 

This music is available through: 
Schott Publications (VAB 60) 

www.schott-mus ic.corn 

Key to rhe Difficulty level chan: 
I Very Easy 
2 Somewhat Easy 
3 Intermediate 
4 Somewhat Difficult 
5 Difficult 

6 Very Difficult 

Please send al l viola scores for 
review consideration to: 

Kenneth Martinson, 
Viola Professor 

University of Florida 
School of Music, 3008 AUD 
P.O. Box 11 7900 

Gainesville, FL 32611-7900 

PETER ZARET & SONS VIOLINS, INC. 
1-888-VIOLIN2 (846-5462) 

5767 Mayfield Rd., Cleveland, OH 44124 
email: pzaret@concentrlc.net 
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SAMPLE SCORE: 
OPENING EXCERPT FROM BEAMISH VIOLA 

CONCERTO #2, "THE SEAFARER" DAVID SHALLON 
And ante irrequicto 
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NYUSteinhardt 
Music and Performing Arts Professions 

Intensive Three-Week 
String Quartet Workshop 
For advanced high school and college students 

and for young professionals ages 15 and older 

JUNE 26-JULY 15,2006 

Faculty 

VIOLIN 

Anton Miller, Almita Vamos, Roland Vamos 

VIOLA 

Stephanie Baer, Rita Porfiri s, Roland Vamos 

For more information, 

• Coaching and private lessons 

• Master classes in solo and 

quartet repertoire with distinguished 

guest artists 

• Weekly public concerts 

• Culminates in a five-day music festival 

• Residential option available 

(ages 16 and up) 

CELLO 

Natasha Brofsky, Marion Feldman 

CHAMBER MUSIC 

Borromeo Quartet 

call NYU Steinhardt's Office of Special Programs at 212-992-9380 or 

visit us online at www.education.nyu.edu/quartet-2006 
New Yc1'k Un•vers•ty 1s ~n ~ff1 rmat1ve act1on/equal oppoltltnlty 1nstltut1on. 



STRIN 

TH.E UNIVERSITY OF OKLAHOMA 
SCHOOL OF MUSIC 

Drc STEVEN C. Cur~ T IS, 
I TEII.. IM D III..ITTO I ~ 

1111 .t((trdit cd iiiS fltJIII OII,ll member '!I tltc 
t\ 'oll/0/ltll .-l s.<Mitlliollt o~( _.,;, hooo/.' t~( Mll ,,j( 

<ill• I' I') II. 

U1e University of OkJahoma 

School of Music, the onJy 

comprehensive music school in the 

state, offers degrees at the bachelor's, 

master's and doctoral levels in most 

are::ts of perfo rmance, compositio n, 

music education, music history and 

music theory. Costs are moderate, 

and scholarships :md graduate 

assistantships are available. 

The University of Oklahoma is an 

equal oppo rtunity institution. 

AUDITION DATES: 
February 1 R and 20 
and M arch 4, 2006 

University of Oklahoma School of Music 
500 West Uoyd Street 

Norman, O K 73010-207 '1 
(405) 325-208 1 f;1x : (405) 325-757-1-

http:/ / oumu ic@o u.edu 



AT THE GRASSROOTS 
Please send items of interest regarding 
viola activity at the grassroots to: 
Louise Zeitlin, AVS Secretary. 
LouiseZeitlin @oberlin. net. 

Chicago 

Clinician joanne Henderson and student 
Caitlin Adamson 

Over forty young viol isrs, ages 5-17, 
gathered in Chicago over Presidents' 
Day Weekend for rhe 3rd Annual 
Violapalooza! Sponsored by the 
Music Institute of Chicago, rhe annu
al event is an imensive two-day 
workshop for Suzuki violists. 
Clinicians included Joanne 
Henderson (Community Music 
School ofWebster University, Sr. 
Louis), Rolando Freitag (DePaul 
University Community Music 
Division) and Rachel Schocnburg 
(Music Institute of Chicago). The 

daily schedule consisted of repertoire 

groups, technique classes, private les
sons and Dalcroze Eurhythmics. On 
rhe second day of rhe workshop, vio
list Sharon Chung and violinist Adam 
Liebert of rhe Chicago-based Fifth 
House Ensemble gave an inspiring 
lecture-recital of duos by J.S. Bach, 
R. Fuchs and W.A. Mozart. And 
advanced violists enjoyed a masterclass 
with special guest, Michael Smwss. 
Violapalooza! 2006 concluded with a 
grand Celebration Concert includjng 
all participants and teachers. 

- Sarah Bylander Montzka 

Iowa 

On February 4 and 5, 200G the Iowa 
Viola Society, in conjunction wirh rhe 

University of Iowa, hosred ViolaFest 
MidWest at the University of Iowa. 
ViolaFest MidWest is the outgrowth 
of the laYS's annual Viola Day event. 
Guests and visitors from around the 
region attended a weekend ol great 
music and camaraderie. 

Starti ng our the weekend was a mas
rerclass for college-level students with 
Rudolf H~tken , viola professor at the 
University of Illinois- students from 
the University of Iowa and the 
University of Northern Iowa per
formed. After lunch the audience was 
treated to an exciting recital by 
Rudolf. The program opened with 
one of his own compositions, 
"Surennatalia," a suite in five move
ments for two violas. Rudolf was 
joined by Istvan Szabo, newly
appointed ass istant professor of viola 
at Western Illinois University. 

Local Viola Societies 

Ariwna Viola Society 
l'an·icia Cos:111d, president 
I >C<.>s:trll l@lwrm~i l.com 

Ccntrallexas Viola Society 
Ames Asbell, prt:sidcm 
;.a•nes@prodigy.ncr 

Chicago Viola Society 
Michael Hall , president 
1nhall l @iwu.cdu 

Idaho Viola Society 
Linda Kline Lamar, president 
lldinc@boisesta te.edu 

Iowa Viola Society 
C hristine Rutledge, pres ide111 
chrisrine-rurledge(li>,,iiowa.cdu 

Minnesota Viola Society 
_1 . David Arnott, pres ident 
violaman@aol.con• 

North Carolin;o Viola Society 
cott J{:owls, president 

srawlsuncg@laol.c<nll 

Northern California Viola Society 
Tom lleimberg, presiden1 
smhaiJ<1ilpachdl. l1<'1 

O hio Viola Society 
l.cmbi Veskimets, prc.~i dl'lll 

kl veski@>anl.c<>< n 

Oklahoma Viola Society 
Marrl1ew Dane, p<·esidcnl 
mdanc@n<<.c<l<< 

Oregon Viola Society 
Adrienne 13mwn . 1)1'c.~id e11 t 

anhviol:t@aol.cu m 

Pal mctto Viola Society 
Kath ryn Dey, president 
dobji@<nindspring.com 

The Philadelphia Viola Society 
David Van!\, president 
t> l• i laddph iaviob @ean hi i 11 k. ne1 

Rocky Mountain Viola Society 
M:~ r!\a rc t Miller, president 
margarcrm@adelphia.nel 

Southern California Viola Society 
I m i I ves, presidl·nt 
ivesico@earth link.ne< 

Utah Viola Society 
Cl:tndi11e 13igclow, president 
daudine_bigelow<!llbyt l.ccl ll 

Viola Club of MD/DC & VA 
Louise Hiklrcrh-Grasso, president 
violaqueen louise0111>1 111ail.com 

Virginia Viola Society 
Constance Whitman C.ee, prcsitlenr 
cwr,4q@lvirgin i:<.edu 

Seattle Viola Society 
LccAnn Morgan , president 
violas rnk@msn.wm 
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Following was a fascinating per
formance of Bach's 6th cello suite 
played on a "Pelligrina'' viola pom
posa (a fi ve-stringed viola) that was 
made by David Rivinus. The pro
gram ended with a performance of 
"Enter Sandman" by Eddie Van 
1:·-Ialen on five-string electric viola. 

T his was a piece that Rudolf played 
for a mtL~ic video produced and aired 
by wrrw, Chicago Puh~c Television 
in 2004 (which can be down
loaded at www.rudoiA1aken.co rn 
<http: //www.rudolfhaken.com/> ). 

The next event was a very speci;J 

one fo r all violists - a recital by 
William Preucil and Barbara 

Michaelson, piano. Bill began his 
program with performances of 
transcriptions of Frescobaldi's Toccata 
and D'Hervelois' Suite in A from 
the Suwki viola books. Ri ll is the 
violist for the Suzuki COs aJ1d it was 

wonderfi..tl to hear d1ese renditions 
live and played wid1 all the: flair ;md 
panache that Bill is known for! The 
program concluded with I3ralllns' 
Two Songs wirh mezzo soprano 
Barbara Buddin and the Sonata in 

E-Aat Major, op. 120, no. 1. 

The evening concerr was presented 
by Christine Rutledge, joined by 
Alan Huckleberry, piano and Scott 
Conklin, violin. Christine bc:gan 
the program wi th a performance of 
1-hms G:J's Sonata for viola and piano, 
followed by M;u-cinu's Madrigals for 
violin and viola. And ending the pro
gram was Libby Larsen's Sonata for 
Viola and Piano, which is a great 
piece that really stretches the vio
list's concepts of style. 

T he next morning we were treated 
to a masterclass with Julia Trahan, 

assistant professor of viola ar the 

University of Northern iowa. High 
school and collc:ge students from 
Iowa played for Julia, who offered 

lots of great pointers on practice 
techniques and interpretation. 

O ne of the most c:xciting parts of 
the festival was the concc:rr presc:nt
ed by rhe Iowa Ciry Viola Quartet 
(Nathalie Cruden, Michael Kimber, 
Elizabeth O akes, and Christine 
Rutledge). The: first part of the 
program consisted of works by the 
quartet's "composer in res idence," 
Michael Kimber. T he quartet starr
ed with "Traveling Music" for 4 
violas, fo llowc:d by "Reflections" 
for 3 violas (Christine: sat that one: 
out) and the world premiere of"Three 
Q uirky Pieces" for viola quartet, writ
tc:n specificially for the occasion. As 
an encore d1e quartet played M.id1ael's 
ingenious "Viola Fight Song." 

After the in term iss ion the quartet 
reassembled and was joined by singers 
su~ Sondrol Jones, Rud1<UU1 
McTyre, David Puderbaugh, and 
Steven Swanson, with cellist Carey 
Bostian, bassoonist Benjamin 
Coelho, and organist Delbert 
Disselhorst, under the direction of 
Anne Lyman, for a vc:ry rare per
formance of Bach's Cantata BWV 
18 (Weimar version). T he original 

instrumentation for rhis cantata is 
4 solo viola parts with continuo 
and voices. C hristine discovered it 

whi le doing some research last year 
and decided that it had to be per
formed! If anyone hasn't heard this 

great work they should! (Especially 
if you are a violist!) 

Ending the day and rhe festival 
was a mass viola ensc:mble reading 

session, led by Carey Bostian (our 
honorary violist of the day). We 
read many fun pieces, including 
Michael Kimber's "Three Quirky 
Pieces," Tracey Rush's arrangemenr 
of Faure's Pie j esu for 5 violas, and 
another work wri tten specifically 
for the fes tival, "Pounce the Mouse" 
for 4 viola parts by Paul Ahm Brenner. 

The crowds were large and d1e whole 
festival was great fun for everyone 
who was able to attend, despi te it 

being Super Bowl weekend. 

- Christine Rutledge 

Minnesota 

The Minnesota Viola Society host
ed a master class on Friday, January 
13, 2006 ar H amlinc University in 
St. Paul , featuring Roberto Diaz, 
which drew an audience of over 70 
viola enthusiasts. 

T he event was co-sponsored by d1e 
Minnesota Viola Society, H amline 
University, and the Artaria String 
Quartet. Several constituencies 

From MN, L~ft to right: Deanna Anderson, 
Kate Leger, Eriett Burton, Roberto Diaz, 
Krista Winding/and, Kirsti Petraborg 
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collaborated to make this event 

possible. Arta ria String Quartet 
first violinist, Ray Shows, a child
hood fri end of Roberto Diaz, 
hatched the idea ro bring Roberto 
ro the Twin C ities for a viola quin
tet concert. T n addition to the mas
ter class and quintet concert, Mr. 
Diaz spent a morning coaching 
chamber music groups in St. Paul. 
Tt was a homecoming of sorts for 
Diaz, a former member of the 
Minnesota Orchestra. 

Five violists were chosen through 
an audition adjudicated by retired 
Min nesota Orchestra violists 
David Ulfeng and John Tartaglia. 
Those chosen included Kate Leger, 
who played the first movement of 
Der Schwanendrehn~ Krista 
Windingland played the 
Penderecki Cadenza; Kirsti 
Petraborg played the firsr move
ment of the 1-lindemirh Sonata Op. 
11, #1; Deanna Anderson played 
the first movement of Bartok 

Concerto; Erica Burton played rhe 
Paganini/Primrose La Campanella. 

- J David Arnott 

New York 

Our first concert of the season 
rook place on November 13th at 

Mannes College of Music. As 
always with group "Collegial" con
certs such as th is one, we enjoyed 
excellent performances of an inter
esting mix of pieces. Performers at 
this concerr were: Sharon Wei and 

pian ist Angela Park in a moving 
rendition of Canadian composer 
Sid Robinovitch's Adieu Babylon, 
written as a reaction to the 199 1 
Gulf War; Daniel Avshalomov 
wi rh the fireworks of the Esercizio 

Puchhammer-Desjardins Duo in February NYVS recital. 

Martinu's Three 
Madrigals, violists 
Olivia KoppeU 
and Eddy 
Malave played 
Conternplation 
by [sang Yun; 
Kimberly foster 
gave us 
Stravinsky's 
Begie; and for a 
grand finale 
Tania Halko-

!! of AJiesandro Rolla; C hristine 
Tms and pianist Yi-Fang Huang in 
the late-romantic Sonrtta-Fantasia 
of Philipp Scharwenka; Diane 
Leung and Ms. Huang performing 
Hindemith's Sonata Op. II, No. 4; 
and, as the last two numbers on 
the program, works by British 
composer John Hawkins - Gestures, 
played by violists Nardo Poy and 
Ann Roggen, and Waiting (Tango), 
with Ms. Roggen and bass player 
Gail Kruvand Moye. O n January 
29th of the New Year, we returned 
for our annual appearance at the 
New York Public Libmry's Donnell 
Library auditorium, presenting 
another Collegial Concert. T his 
event featured some younger play
ers, including two of our scholar
ship recipients from 200'5, J\sha 
Paul and Shani Paul, who played 
selections from Suzuki. Another 
young srudenr was Daniel Lay, 
who gave a vigorous and finely 
styled performance of d1e first 
three movements from Bach's C 
Major Cello Suite. The other per
formers fo r the afternoon were: 
Dawn Smith and pianist Vi-Fang 
Huang in rhe "Allegro I ron ico" 
movement of the Bloch Suite; 
Elizabeth Schulze Hosteuer and 
violinist Denise Huizenga with 

Susi played a 
Grand FrmttlS)I on themes from 
George Gershwin's Porgy and Bess. 

O n t:ebruary 19th, we were privi
leged to hear the Puchh~unmer

Desjardins Duo: Jutta Puchhammer
Sedillor, Viola and f lise Desjardins, 
Piano, who offered a splendid 
recital with several rarely heard 
works we hope wil l be presented 
again on future programs. One 

was the Sonata Rhapsody by Jean 
Coulthard, one of Canada's most 
distinguished woman composers of 
the twentieth century. Beautifully 
performed here, the work was 
composed in 1962, and is striking 

for its energetic and dramatic outer 
movements as well as irs lyrical, 
pastoral middle movement, 
"Interlude in May." The program 
also included three works by 
German Romantic composers: the 
Sonata in G minorfor Viola and 
Piano, Op. l , of Ernst Naumann, 
Robert Fuchs' Soncttrt in D minor 
for Viola and Piano, Op. 86, and 
Robert Schumann's Fantasy Pieces, 
Op. 73. The duo's performances of 
these latter works highlighted the 
very essence of romanticism, 
impressively capturing the many 
different moods the composers 

sought to convey. Ms. 
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Puchhammer-Sedillot drew a rich , 

gorgeous tone from her Ovington 

vio la, and performed all these 

works with a sensitivity untroubled 

by the frequent virtuosi.c demands. 

For more information about these 

and our orher activities, visit the 

New York V iola Society's website: 

www. nyvs.org. 

- Kenneth johnson 

Ohio 

The O hio V iola Society welcomed 

two new members to its Board of 

Directors in the Fall. Peter Slowik 

and Karen Ritscher, both of the 

Oberlin ConservatOry, have agreed 

to accept member-at-large positions. 

Additionally, Karen has agreed tO 

helm the 2006 OVS Solo competi

tion. We are extremely thankful to 

both of them. 

Speaking of the competition, it is 

our next big event, scheduled for 

April 2, 2006. Lucki ly, O hio 

abounds in violistic excellence, 

with a large number of excellent 

schools and teachers, and a bur

geoning crop of young players! 

Our competition is open to OVS 

members who are residents of rhe 

stare of O hio o r who attend school 

in the state. We aga in w ill offer 

prizes in three divisions, segrega ted 

by age: undergraduate college stu

dencs, high school students, and 

those under age 13. A full report 

of the competition will appear in 

the next JAYS. 

- Laura Kuennen-Poper 

Oklahoma 

O klal1oma Viola Day on January 

28 was a fun, informative, and 

event-fill ed day held o n The 

OlJahoma C ity U niversity cam

pus.The first event was a master 

class with Julia Adams. She lis

tened to and coached six students 

from across Oklahoma. T he musi

cal selections ranged from the J .C. 
Bach c.:rmcerto to a movement of 

Hindemith's Schwanendreher. As a 

group we were reminded of rhe 

beauty and power of our viola in 

solo performance through Julia's 

expert advice and insigh t. The 

M aster C lass was followed by an 

hour of Alexander Technique ftci l

itated by Robert Britton. H e 

helped us to become aware of our 

correct posture and how posture 

can effect our playing. 

Afrer lunch, Oklahoma Strings 

owner Joe Guevara (vio list of 

course) and lu thier David Rivinus 

displayed various violas from sever

al different makers. T here were 

small vio las, ergonomic violas, and 

even an electric vio la!! We all had a 

chance to play on the instruments. 

David Rivinus not only had his 

viola on display, hut also gave us a 

short lecture on rhe "Origin of the 

Viola." Next, Phil Lowry con

ducted a play-in. Some of the 

pieces were o ld and some were 

brand new. We read a piece by the 

new composition teacher from the 

University of Oklahoma, Rob 

Deemer. It was great fun to hear 

so many violas together! 

"Co Ahead- Step in the ('ow Pies! 
and Other Tmportant Advice for a 
Lifetime Career in Chamber Music. " 
She to ld about some of her experi

ences and then opened the floor to 

questions; a lively exchange followed. 

T ime passed roo quickly and it was 

time for the final event of the 

evening: a concert ofViola music, 

including the Oklahoma C ity 

U niversity Viola Ensemble. 

The concert ended the scheduled 

events, but many people were not 

ready tO say good-bye. Several of 

the participants met at a nearby 

Viemamese resraurant for dinner 

and conversation. T his was a great 

day of information, music, and 

renewed friendships from across 

the state. We are looking forward 

to the nexr Oklahoma Viola Event. 

See you there! 

- Adct Sewell 

Rocky Mountains 

JLdia Adam s ro unded out the after- UC-8 Coflege mentor Brian Miller works 
noon with an open forum tided with younger students on the Lawn. 
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Guest Greg Hurley coaches in the Rockies. 

Jennifer Stumm, prize winner in 

rhe 2005 Primrose Competition, 
gave a recital at the Denver School 
of the Arts on February 23. Ms. 
Stumm's program featured the 
Haydn Divertimento, Faure Songs, 
the Penderccki Cadenza per Viola 
Solo, Schumann Fantasiestr:iclu, and 
the Franck Sonata. 

T he Sixth Annual Viva Ia Viola 
Day will be on April 15, 2006. 
This year's guest is Peter Slowik. 
Last year's event drew more rhan 

100 violists from Colorado and 
Wyoming to this one-day event 
that fearures viola ensembles, a 

master class fo r college srudcnrs, 
and a final concert. 

- Margaret Miller 

Seattle 
The University ofWashington 
School of Music hosted Viola Day 
on January 14, 2006. The event 
amacted over 6o violists from the 
state of Washington, as well as 
numerous music educators, to 
Brechemin Hall in the music 
building on the UW campus. The 
day featured opporruniries fo r vio-

Melia \%tras leads a viola ensemble at Seattle:r Viola Day 

lisrs of all ages to learn , listen, and 
perform. 

Viola Day began with a master 
class given by Susan Gulkis Assadi, 
principal violist of the Seatrle 
Symphony. Susan's expertly taught 
class featured violists Annika 
Donncn and Joel le Arnhold. A 
concert followed with Seattle Viola 

Society members Melia Warras 
and Mara Gearrnan, as well as vio
linist Michael Jinsoo Lim and 
pianist Michelle Chang. T he reper
toi re showed off the viola in a 
number of combinations (solo, 
with violin, with piano, and a viola 
duct). Works by Mozart, Prokofi ev, 

Handel, and Andrew Waggoner 
were performed on the concert. 

T he evenr culminated in a viola 
play-in, where all violists was invit
ed onstage for a reading and per
formance of selected works for 
viola ensemble. The stage at 
Brechemin Hall overflowed with 
violists, with some literally playing 
in the front row and aisles of the 
audience. A reception followed. 

- Melia wtltras 
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Just a reminder that we have moved. 
Please make a note of our new address: 

14070 Proton Rd. Suite I 00 

Dallas, Texas 75244 

(972) 233-91 07 ext. 204 

Fax (972) 490-4219 

Email info@AVSnationaloffice.org 
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vq~ 
American Viola Society 

The American Viola Society (A VS) was founded for the promotion of viola performance and research. A VS membership 
includes two print issues of the Journal a,/' the American Viola Society, published in November and March, and an online
only issue relea ·ed in July. Your personal and linancial support through A VS member hip is appreciated! 

Personal Information (students, please use your permanent address) 

0 New Member 0 Renewal 0 Change of Address (the Journal ufA VS cannot be forwarded !) 
0 My address/telephone number/email have not changed since last year. 
Do you wish to be included in the on line and print teacher directories? 0 Yes 0 No 
Do you offer A VS members a one-time discount (suggested 50% off) on your pri vate lesson fee? 0 Yes 0 No 
I low did you learn about the American Viola Society? - ---------------------- --

f- irst Name _________________ Last Name -------------------
Address _ _____________________ _ _ ______________ _ _ __ 
Ci~~~~~ip orPos ta i Code _ _ _________ _ ________________ ____ ~ 

Country _ _________________ Home Phone----- - ---------- - -

Work Phone f-ax ----- --- -------------
Email Website ---------------------

Affiliations (check all that apply) 

0 University Professor 

0 Professional Orchestra 

0 Professional Chamber 

0 Freelance/Independent 

0 School Teacher 

0 Music Business 

0 Studio Teacher 

0 Student 

0 Library/Institution 

0 Amateur/llobbyist 

0 Retired 

0 Other (specify) - ------- - --- - ------

0 From time Lo time, the A VS makes its mailing li st 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 parent and 
students. The online version include only the teacher's name. te lephone number, and email addre s, as well as teaching and 
a ffi I iation in formation. 

Levels of instruction (check all that apply): 

0 Beginner 0 Advanced 0 Professional 

0 Intermediate 0 College/University 

Specia/ization(s) (check all that apply): 

0 Suzuki Instruction 

0 Professional Tune-Ups 

0 Chamber Music 

Aj]iliationM (check all that app(v): 

0 Private Studio 

0 Public School Teacher 

0 Orchestral Audition Preparation 

0 Popular/Jazz/Folk Styles 

0 Other (please specify)------------------

0 Community Music School ______ _ _____ ___ _ 

0 College or Univers i~ ------------------

0 School Website - ------- ----------- -



Membership Dues 
0 Referred by _ ________ _____________ _____ (print name of A VS member.) 

0 $42 Regular Membershi p 0 $47 International Membership 

0 $2 1 Student Membership (Residing outside the U . . ) 

0 0 $30 International Student Membershir1 $52 Joint A VS/Canadian Membership 
(includes hulh JAVS and CVS nell'sle/ler) (Residing outside the U .. ) 

0 0 $42 Institutional Membershi11 $2 1 Emeritus Membershi p* 
*(!hose age 65-plus 11'110 hal'e heen a regular memherfhr a minimum lJ/'8 years) 

0 Group Membership Rates (five or more applica/ions suhmilled luge/her. no online regislraliun) 
__ $36 Regular Member hip __ $ 18 Student Membership 

0 Addit ional Gift Membership: 1/al/'price regular memhership ($2 I). m1.tsl he accompanied hy your reg ular memhersfujJ 
renewal. We 11•ill acknowledge .t·nur g(/i 10 !he person you lis! below: 

Fi rst Name Last Name------------- -------
Company - ------------------------------------ ---- -Address _ _________________________________________ _ 

Ci~~tatdZiporP~ta i Co~--------------------------------~ 
Country _ __________________ Home Phone-------------------
Work Phone _________________ l·ax - - -------- ---- - -------
Ema il _ _ _________________ Website -------------- -------

AVS Local C hapter Dues: 
Membership in A VS local chaplers is up1i01wl and must be accompanied by m em bers/tip in tlte A VS National 

organization. Please check all llwl app~v. A II dues sen/ wilh !his applic(l/ion payahle /o !he A VS. 

Arizona Viola Society 
0 $ 10 Regular 
0 $ 5 Student 

Cent ra l TX Viola Society 
0 $ 10 Regular 
0 $ 5 Student 

C hicago Viola Society 
0 $20 Regular 
0 $ 10 Student 

Idaho Viola Society 
0 $ 1 0 Regular 
0 $ 5 Student 

Iowa Viola Society 
0 $ 1 0 Regular 
0 $ 5 Student 

Minnesota Viola Society 
0 $ g Regular 
0 $ 4 Student 
C Viola Snciety 
0 $20 Regular 
0 $ 10 Student 
or thern CA Viola Society 
0 $ 10 Regular 
II $ 5 Student 

O hin Viola Society 
0 $ 1 0 Regu lar 
0 $ 5 Student 

Okla hnma Viola Society 
0 $ 10 Regular 
0 $ 5 Student 

O regon Viola Sociely 
0 $ 10 Regula r 
0 $ 5 Student 

Palmetto Vio la Snciely 
(GA C/SC) 

0 $10 Regular 
0 $ 5 . tudent 

Rocky Mt. Viola Socicly 
0 $ 15 Regular 
0 $ 10 Student 

Sc;lltle Vinla Sociely 
0 $ 15 Regu lar 
0 $ 5 Student 

Payment Enclosed 
$ A VS Nationa l Dues 
$ Chapter Dues 
$ I wish to make a donation to the Primrose Memorial cholarship Fund* 
$ I wish to make a donation to the A VS Endowment Fund* 
$ TOTAL (*Dona/ions lo !he A VS are lllx-deduclible as allowed hy la w.) 

0 Check or money order in U. S. funds payable to the American Viola Society enclosed 

0 Master ard 0 Visa 0 American Express: 
Credit Card It Expires ___ _ _ 

Name on Card --------------------

Send applicaliun and paymenllo: 
American Viola Society 

14070 Proton Rd, Suite I 00 
Dal las. Texas 75244 U A 

(972)233-9 1 07 ex t. 204 Fax (972)490-42 19 

So uthern CA Viola Sociely 
0 $ 10 Regul ar 
0 $ 5 Student 

Uta h Viola Society 
0 $ 10 Regul ar 
0 $ 7 Senior 
0 $ 5 Student 

Viola Club of BC/MD & VA 
0 $ 10 Regular 
0 $ 5 Student 

Virgin ia Viola Society 
0 $ 10 Regular 
0 . 5 Student 

Join online at www.americanviolasociety.org! 
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