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The David Dalton Viola Research 
Competition Guidelines 

The Journal of rhe American Viola ociety welcomes ubmission fo r the David Dalron Viola Re earch 

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

Entries must be original contribulions ro the field of viola research and may address issues concerning viola li t

erature, history, performers, and pedagogues. Entries must nor have been published in any other publication or 

be summaries of other works. The body of the work should be 1500-3500 words in length and should include 

relevant footnotes and bibliographic info rmation. Entries may include short musical examples. Entries must be 

submitted in hard copy along with the following entry fo rm, as well as in electronic format for either PC or 

Mac. Word or WordPerfect fo rmat is preferred. AJ I entries must be postmarked by 15 May 2007. 

The American Viola ociety wishes to thank AVS pa t president Thomas Tatton and his wife, Polly, for under

wri ting fi rst prize in the 2007 David Dalton Viola Research Competition. 

Send entries to: 

AVS O ffice, 14070 Proron Road, Suite 100, Dallas, T X 75244. 

A panel of viola cholars will evaluate submissions and then select a maximum of three winning entries. 

Prize categories: 

All winning entries will be featured in the Journal of d1e American Viola ociety, wirh authors receiving a free 

one-year subscriprion to the Journal and accompanying membership ro the American Viola Society. 

r n addition: 

$250, sponsored by T homas and Polly Tatton 1st Prize: 

2nd Prize: 

3rd Prize: 

Bflrt6k's Vioftr Concerto by Donald Maurice and Facsimile edition of the Bart6k Viola oncerro 

An Anthology of British Viola Players by John White and Conversations with William Primrose 
by David Dalton 

David Dalton Viola Research Competition Entry Form 
Please include the following information with your submission to the David Dalton Viola Research 

Competition. Be sure to include address and telephone info rmation where you may be reached during summer. 

Nam e 

C urrent Addres 

Telephone - ------------ Email address ________ _ _ ______ _ 

Permanent Address --------------------- ----------- -

Telephone ---- --------- Email address, _________________ _ 

University/ ollege 

Academic Level: Fr I So I J r I Sr I Grad 

Topic __________ _ ____ Word Count------------------

C urrent AVS member? Yes I No 

Tf you are not a current AVS member, please join AV by incl uding $2 1 student membership dues with your 

submiss ion, along with a membership enrollment form, which can be found in the current issue of JAYS. 
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It has been an exciting time at rhe 
AVS this past summer! O ur annual 
membership drive is in full swing 

and rhcrc i some great news to 

report. Together with Sandra 
Robbins (creator) and Robertson 

Violins in Albuquerque (hosr venue) 
we have been able ro put in place 
the foundation of our new VlOLA 
B.ANK! The Viola Bank is a pro
gram designed to meet the needs of 
our members whose students are nor 
able to either buy or rent an instru
mcnr by providing an instrument to 

use for free. We hope co serve both 
beginning students and advanced 

college or professional players over 
time and have already started to 
amass instruments of all sizes and 
values. For more about this exciting 
new program please visit the web site: 
http:/ /www.americanviolasociety.org/ 

violabank/violabank.htm l 
There is an in troductory letter from 
andy and other important links co 

sponsoring businesses and we hope 
ro be able to launch the program 

FROM THE PRESIDENT 

officially by January 1st 2007. T his 
is a long range investment for us 

and we arc in the ea rly stages of 
establishing the fou ndation- ir will 
rake some time ro develop ro irs fu ll 

potential. Bur with the help of busi
nesses and donations (we arc look
ing currendy fo r any instruments in 
any condition to add ro rhe collec
tion) the program hould be avail
able for our members by next year. 
If you have any information about 
an instrument or would like to con
tribute, please contact me direcrly. 
This is an important step for us at 
the AV and has taken much time 
and energy from eve1yone involved. 
Bur we all believe in the program 

and ir is in direct response to our 
members needs. 

Tf you have any other ideas about 
ways in which the AVS can help, 
please write directly to me at hcal
lus@music.ucsb.edu and we shall 
review and consider each request. 
We want ro hear your ideas! 

We have several other projects being 
established and as they come to 

fruition , l will alert you to their 
existence. We do wish ro reach our 
to a more diverse membership and 
want to be able ro offer programs 
for our orchestral professionals as 
well as university professors and 
performers and those on the com
munity level. The emphasis has 
returned to the work of chapters 
and is important to us. Ir is one of 

the reasons we developed the 

BRATS program. I have heard from 
several presidents of our regional 

chapters who arc planning BRAT 
days events and we shall even have 
an enti re day ar our next viola con

gress dedicated co the BRATS pro
gram! We hope it will be the start of 
a national foste ring of little BRATS! 

The AV is working hard ro earn 
your membership and working hard 
to be the resource that you need. 
Please tell your friends and students! 
Irs rime ro rally together and join us! f 

Yours, 

Helen Callus 
President 
The American Viola ociety 
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AVS Website Update 
Pardon our Dust! The AVS Website 
is in the midst of a remodel process. 
lf you haven't visited the site recent-
ly, you will notice a few changes. · 
The main new feature is a recon- 3 
eructed naviga tion system. Links $ 

to various areas of the site can .s
now be found on the top naviga- ~ 

.,0:, 

tion bar with new drop-down ~ 

menus for additional links. Hopefully 
you will be able to find whar you 
are looking for, and maybe a few 

pages that you were not aware oA 
In addition, the re are a few new 
areas to rhe site that arc under 

development, including pages for 
the new viola bank. 

Hispanic Network Awards 
T he Altura Duo (Gui ta r and 
Viola) was honored with a 

"Hispanic Excellence in Music" 
Award at the Hispanic Network's 
7th Annual Award Celebration, 

September 23rd in Hartford, 
onnecticut. T he group also per

formed at the Montreal Viola 
ongress in June! arlos Soltes, 

the violi t of the group and AV 
member, is on the facul ty at the 
Ham School Communi ty 
Division of the University of 
Hartford, onnecncur. 

Tertis Competition Results 
The 2006 Terti In ternational 
Viola ompeti tion was held 

August 12- 19. Top prizewinners 
were David Kim from the US 
(fi rst) , Peijun Xu from C hina 
(second), and Ewa Grzywna from 

First prize Tertis winner David 
Kim also rerei11ed an honorable 
mention at Naurnburg. 

Peijun Xu was awarded second 
prize at 1imis. 

Tertis third pr·ize winner Ewa 
Trzywna accepts her awmd. 

Poland (third). Other semi-final 
ist were Wen Xiao Zhcng from 

hina, Yuko Hara from Japan , 
Marta Potulska from Poland, 

V LUM£ 22 NUMBER 2 

5 

Alexander Aki mov fi·om Russ ia, 
and Jiri Kabat from Czecho lovaki a. 
This event is held every three 
years at the Erin Arts Centre on 
the Isle of Man. 

JAYS WELCOMES 

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 

TOTHEAVS 

EDITORIAL OFFICE, 

MATTHEW DANE, 

MDANE@OU.EDU 

ORTO 

MADELEINE CROUCH, 

14070 PROTON RD., 

SUITE I 00 

DALLAS, TX 75244. 





David Aaron Carpenter garnered 
top honors at Naumburg. 

Naumburg second prize winner 
Eric Nowlin. 

Jonah irota captured Naumburg's 
third prize. 

2006 Naumburg 
Competition Results 
T he Walter W NaLUnbW'g 
Foundation sponsored its first viola 

competition in fourteen years in 
honor of Eugene Lehner. The event 
was held October 12-18 in New York 

ity. Top prizewinners were David 
Aaron Carpenter (first), Eric NowJjn 
(second), Jonah Sirota (third), and 

David Kim (honorable mention). 

2007 Dalton Research Competition 
The 2007 Competition's guidelines 
and timetable will be similar to past 
year, with a posunark date of May 15, 
2007. For more informacion, please 
sec the announcement advertisement 
in this issue or the AVS Web ire. Any 
fimher questions shOLJd be directed 

to JAV Editor Matthew Dane. 

University of Northern Colorado

First Student Chapter Forms 
Viola and violin ~-rudents from the 
University of Northern Colorado have 
established the first srudcnt chapter of 
cl1e American Viob ociery They have 
grand plans afoot for the upcoming 

school year.l11cir initi<J event is to 
hold a fundraiscr.l11ey will sell t-shirts 
to rudents in the Western States 
I lonors Ord1estra Fescival.l11ey will 

also hold a "lw1d1-in" to discuss what it 
is like ro srudy the viola in college. ·n,is 
hould prove ro be a wonderful oppor-

tunity for high school students to learn 
about college Life! The U'Oupe ol college 
violists also plans to form a viola 
ensemble in order to read1 out to the 
community and play some concCILS at 
retirement homes. In the meantime, 
they are hoping to secLUe llmding to 
host a guest artist series and bring in 
violists m play conccns and give master 
classes. It proves to be a ve1y exciting 

rime for this group of energetic violi ts. 

If you arc interested in sponsoring 
or helping them with their aC[ivitics, 
please contact Heather Buffington, 
UNCO AVS student chapter pre i
dcnr at violachic9 18@msn.com. 

Congratulations ro the University 
of Northern Colorado Srudenr 
chapter of the AVS! fl 

- Louise Zeitlin 

DE.\LERS~ l\ll'SICI .\\S~ COLLECTORS, l\1.\KERS ... 

Specialized Insurance Coverage for the 
Classical & Vintage Musical Instrument Trade 

• The most comprehensive 
protection at reasonable cost. 

• Underwritten by a financially 
sound A-rated company. 

• Call Toll Free today for 
infonnation and quotation. 
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Players Wanted 

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

incorporates many innovations, allowing 
enhanced tonal respon e, unprecedented ea c 
of maintenance, and increased player comfort. 
After ix year of re earch and development, 
the Evia is now ready for concert u e. 

• Ultra- light construction reduce player 
fatigue while ensuring fa t respon e and 
excellent projection. 

• Sloping shoulder offer easy accc to high 
positions. 

• Modif ied upper and lower block 
configuration increa es the effective vibrating 
area of the top and back. 

• Adju table neck permit quick change to 
f ingerboard height. 

violins josephcurtinstudios.com 

• oundpo t and bridge-foot veneer prevent 
dent and cracks. 

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

including wood and wood/graphite 
con truction, from $16,000. 

Jo eph Curtin ' instrument are in the hands of 
some of the most distinguished arti ts of our 
time. If you would like to try an Evia or receive 
further information, plea e contact: 

JOSEPH CuRTIN STUDIOS 
3493 West Delhi Road 
Ann Arbor Ml 481 03 

Tel: (734) 665- 1303 

www.josephcurtinstud i os.com 



MINUTES AND REPORTS 

Annual Boa rd Meeting of the American Viola Society 
Tuesday, June 6, 2006 
T he Univcrsiry of Montreal, Pavilion de Ia Faculte de 
Musiquc, room B-620 
6:00-9:00 p.m. 

Officers Present: allus (President), Whire- mith 
(President-elect), Zeitlin (Secretary), Kru c (Treasurer) 
Board Members Present: Buck, Docter, Ngwenyama, 
Palu mbo. Pounds, Steely, rrauss 
Board Members unable to attend: Bigelow, Dane, 
Dubois. Fielding, Hamilron, Rodland, Vcskimcrs 

Mccring called 10 order by Presidenr C:Jius a1 6:35 p.m. 
I. Final election report pre enred by Prcsidcnr Callus 

1. ecretary: Kenneth Marrinson 
2. Newly elected and reelected board members: 

laudine Bigelow, arol Rodland, Bernard 
Zaslav, Louise Zeitlin. 

II. Nancy Buck at Arizona Srarc University has the win
ning bid for rhe 2008 American Viola ,ongress. 

III. Thanks given to Ralph Fielding for all that he did as 
President of the AVS. 

IY. The AVS had a successful booth, increasing AVS visi
bility, ar the American String Teacher's Association 
convention. 

V. President allus noted that rhcre was good represen
tation from the AVS at the Monrreal ongress. The 
AVS will work ro continue ro boost interest on the 
pan of Americans ro attend imcrnational congresses. 

VI. President Callus has donated her educational pro
gram , BRATS, ro the AVS for usc by irs members. 

VII. Zeitlin presented secretary rcpon, June 2006. 
1. Ccntral l cxas is a newly formed chapter in the 

last year. 
2. T he AVS will continue to work with chapters 

to help build membership and encourage spirit. 
VIII. Kruse presented financial report June 2006. 

1. AVS has received nor-for-profit smws. T his will 
al low the AVS ro apply for grants for specific 
projects. 

IX. Whire-Smid1 pr'CScnrcd E-news report, June 2006. 
1. E-news has been a successful mode for reaching 

out tO AVS members. 
X Steely presented wcbsirclrcchnolob'Y report June 2006. 

Meeting adjourned 9:05p.m. 

Annual Board Meeting of the American Viola Society 
Wednesday, June 7, 2006 
T he Univcrsiry of Monrreal, Pavilion de Ia Faculte de 
Musique, room B-620 
9:00a. m. -12:00 p.m. 

Officers Present: all us {President), White- mith 
(President-elect), Zeitlin (Secretary), Kruse (Treasurer) 
Board Members Present: Bigelow, Buck, Docter, 
Ngwenyama, Palumbo, Pounds, teely, Strauss 
Board Members unable to attend: Dane, Dubois, 
Fielding, Hami lmn, Rodland, Veskimets 

Meeting called m order by President all us at 9: 1Oa.m. 
I. Address by President allus 

1. allus feels AVS has grea t promise for flHure 
endeavors. 

2. lmmedi:ne goals arc ro continue to increase 
membership and find a sponsor for JAVS. 

II. Bigelow presemed Primrose Competition report, June 2006 
3. Discussion on copyrighting Primrose 

omperition name. 
4. Long-rerm goal is to hire an executive dirccmr and 

have a single home for the Primrose competition. 
III. Pounds presenred Awards and By-law report, June 2006 
IY. Palumbo presented Nominations reporr, June 2006 
V. 1 lamilron (in absenria) presented Fund raising report, 

June 2006 
l. Nor-for-profit status will allow the AVS m 

begin fund ra ising endeavors. 
VI. Kruse prcsenred ardner Composition om peti tion 

report, June 2006 
I. Discussion about winn ing piece from the 

Gardner competition being a required piece for 
the Primrose Competition. 

2. Discussion on trying m raise money so as to be 
able to offer larger prize money. 

Vll. Pounds presented Dalton report, June 2006 
1. Desire to advertise Dalwn Competition to a 

larger marker. 
Vlll. ommirree assignments made by President allus for 

2006-07 year. 

Meeting adjourned ar !I a.m. in order for board members 
to sec the presenrarion of the honorary doctorate to Heidi 
Castleman. 
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CLEVELAND 
INSTITUTE 
OF MUSIC 
David C erone, Pres ident 

13Y ANY MEASURE. XCE PTIONAL 

The lcveland Institute of Music 

is a leading inremHtional 

on ervatory that is dist inguished 

by an exceptional degree of 

collaboration between 

students and teachers. 

The viola facu lty at the 
leveland Institute of Music in ludcs 

*Robert Vcmon, head of the department, 
Jeffrey Irv ine, *Mark Jackob , 

* tan ley Ko nopka and *Lynne Ram ·cy. 

• ClcvdanJ Orchc>tr,t Member 
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Bachelor of Musi 

Master of Music 

Doctor of Musical Arts 

Artist Ccrti fica tc 

Artist Diploma 

Professional tudies 

For further intormmion, cnnt act 
William F<~y, Dirccror of Admission 

' lcvelanJ Institute of Mu~ic 

I I 02 1 Eal>t Boulevard 
lt!vclaml, O hin 441 06 

(216) 795-3107 
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REviEW: 1lrrE XXXIV 
INTERNATIONAL VIOLA CONGRESS 

JUNE 2006, MONTREAL, CANADA 

By Andrew Snow 

All Photographs by Dwight Pounds 

Going to the Congress 
The Viola ongrcss is a unique 
opportunity that provides violists 
with up-to-dare happenings of rhe 
viola world. In this annual garhcring 
the newest of compositions are pre
sented, the rising generation of per
formers display their ralcnr, and 
profc$sional musicians and premier 
soloists share their skill and insight 
through lccrurc, recital, panel discu -
sion, and master class. If one wants 
to be connected to the viola world, 
they arc to come to the ongrcss as 
ir i a place where professional and 
amateur alike share their passion ror 
the viola on an international scale in 
one event-filled week. 

As a rudcnt pursuing a degree in 
viola performance at Brigham Young 
Universiry I was uncertain of whether 

I couJd alford the experience since I 
had just returned from a month-long 
concert tour of the United Kingdom 

Professionally~ it is 
nice to b part of the 

viol a world and fe e l 
like we are ci rizen. of 
the world sharing the 

. 
same pass1on.. 

-Ant:oine Tarnest:it: 

sponsored by my 
univcrsiry. Bur 

knowing char the 
'ongrcss would 

help me toward my 
long-term goals, I 
pooled together my 
aU bur abundant 
srudenr resources. A 
quick assessment 
pur on the red 
warning lights. The 
siruation looked 1 Jeidi Castleman accepts au Honorary Doctorate 
bleak. But what 

& ' 
person who has 

taken the wcll-rrav
ded road or the uni
vcr-siry student nnds 
himself at his desri-

~ - ' . . . )/.,. . ·~_ ... ___ ~ , .. -- . '/:::"' . ' 
nation without hav
ing also learned to 

ger himself very fur 
on very Little? As T. 
S. Eliot put it, 

. . '("' . . ' ~ 
' - .'( I. {. 

"Only those who will Heurik Frendin leads an improvisation class 

risk going roo fur can 
possibly nnd our how fur one can 
go." How FM? In this case, two weeks 
and five thousand miles. And on 
how li rdc? Never mind. o through 
carefu l budgeting some fi-iends and I 
made the drive fi·om Provo, Utal1 to 
MonrrCal, Quebec in about 85 hours 
(round-trip), living off peanut butter 
sandwiches. A'iSisred by our fuculry 
we arranged ro be hosted by F..1milies 
we'd never met; where d1ar wasn't an 
opcion we would brave the d1 irry-

Q LUM ' 22 NU MB E R 2 

11 

dollar morel experience. The whole 
thing rather seemed like ome kind 
of experiment designed to test our 
abilities to survive; bur to us it was 
word1 it! What follow in this article 
gives a fair representation of my expe
rience ar the 2006 34th International 
Viola Congress in MomrCal. 

Master Classes 
For a violist who i goi ng ro be a 

graduate applicant soon, a prioriry 



Steve Larson in recital 

Barbara Westphal in recital 

should be to ;mend the congress 

master classes in order to better 
understand the reaching styles of 
the professor that come ro partici
pate from the USA, Canada, and 
Europe. l was ve1y in terested in 
seeing the professional communi ty 
in action and wa grateful that con
sideration was taken to keep con
Aicring schedules of master classes, 
recitals, and concerts to a mini
mum. When such conAicrs did 
arise, I found myself rorn in my 
decision and some worthy evcnrs 

were victim of my inability to be in 
rwo places at once. Perhaps meas
ures could be taken in furure con

gresses ro allow for all events to be 
included in one's experience. 
Ten master clas es were given 

throughout the week. The ma ters 
were Lars Tomter, Michel 
Michalakakos, Steven Dann, 

Andre Roy, Michael Kugel, I3runo 
Giurrana, Henrik Frendin, 
Roberto Diaz, iegfried Fuhrlinger, 

and Heidi 
Casrleman (who 
was presented 
with the 
University of 
Montreal's hon
orary doctorate 
earlier in d1e on
gress). Beyond 
demonstrating 
their pedagogy 
near! y all the 
mentioned 
instructors per
form ed in recital 
or concert. This 
was a grea t (l dded 

benefit to my 
becoming 
acquainted with 
individual styles. 

The selected srudents performing 
for the master classes came from a 

variety of locations across the 
globe, bur most were from the 
University of Montreal. I arrended 
nine of the ren, gleaning instruc
tion and ideas from the very differ
ent styles and experiences of the 
instructor and enjoying the per
formances of my peers. Perhaps 
what mo r caught my ;mention 
and thar of others who were pres

ent at the 2005 I nrernarional 
Primrose Competition was rhe 
performance of Bo Li who came 

from Beijing, hina. In Michael 
Kugel's class he presented a stun
ning and aggressive perform:111ce of 
J.S. Bach/Zolran Kodaly 
Chromatic Fanrasie for Viola olo 
demonstrating an impressive 
degree of progress from the 
Primrose Competition master class 
performance he gave the previous 
year. 

Michael Kugel in Concert 
The opening concen on 
Wednesday, June 7 was given by 
Michael Kugel and was one of 
four concerts of the ongress 
given entirely by one soloist. 
Kugel is a professor at the hent 
Royal onservatory (Belgium) 
and at the Maastricht Royal 

onservatory (Holland). The 
diverse program began with 
Onslow Sonata in C Minor, fol 
lowed by Paganini II Carnevale di 
Venezia arranged by Kugel. Kugel 
pointed out that 2006 is the year 
of Sho takovich, whom he hon
ored in his program's second half. 
Kugel performed his own compo
sition, Suitr in Memoriam 
Shostakovich, which had elements 
of several works of hostakovich 
and finished his program wirh the 

hostakovich Viola Sonata. 

Kugel's concert was memorable for 
a number of reasons. His Auid 

sound was extremely set apart 
from the orher performers by the 
use of a f<~s ter vibrato. This choice 

of vibrato may be a point of con
troversy for some concerned with 
what "fits" rhe viola rone, bur I 

appreciated it. (This may be 
because orten it is sugge ted tO me 
by my peers that f use tOO fast a 
vibrato ar rimes.) Kugel demon
strated thar a fa t vibraro can raise 
the level or in tensity tO create an 
emotionally shocking musical 
statement. On rhe other hand ir 
can add a rouch of playfulne s and 
fun to a piece such a.~ 11 Carnevale. 
II Clrnevale is unique or all the pieces 
performed at the congress in rhat it is 
purely a showpiece. Based on the 
tune known to many as "My Hat, it 
has Three orners," rhe melody 
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It: is our hope that through the 
p rformance of this kind of music, 
othe r instrutne nt:alists might b egin 
to e xplore sounds outside their 
r egular boundari es . 

- Scot-t- HiLL 

makes its way through variations, 
demonstrating a full gamur of 
bow technique. Kugel's perform
ance elicited frequent delighted 

chuciJes and some eye-widening 
as he coolly performed rhc obsta
cle course printed on its pages in 
arasate-esquc manner. 

Turning from his lighthearted 
reperroirc, Kugel then shared with 
the audience his profound re peer 
for ho rakovich. In applying an 
appropriate slower vibrato, he 
gave a dark and serious fini sh to 
his program Afterward, Kugel 
related this thought: "For me the 

music is a very powerful language: 
sometimes joke (IL Carnivale), 

sometime tragedy 
(Shostakovich)." 

T he concert was an interesting 

two hours of contrasting mood, 
wi th Kugel showing incredible 
stamina for intense playing. Later, 
Dwight Pounds joked with me 
that Kugel's hobby should be rais
ing horses, given the bow hair he 
went through. 

French Virtuoso Concert 

T hursday evening ftve violists 
were given opporruni ty ro share 
their talents: Tasso Adamopou los, 
Nicolas Bone, Frederic Laine, 
Michel Michalakakos, and 
Antoine Tamestit. Six violists were 
ro participate on the program, bur 
Pierre Lencrr was unable to be 
present at late notice. Concerrs of 

this ty pe arc a real treat because 
they present many players and 
offer a satisfying sample of each 
individual's approach ro music
making. 

T he on ert consisted of a mixture 
of viola ensemble and solo. Pierre 
Lcncrr was billed ro perform 
Enesco CoiJcertstiick, but thanktul

ly Tasso Adamopoulos was willing 
tO ftll in on hon noricc to give a 
creative performance of the piece. 

111e concert ended with a 1ango 
work for six violas composed by 
Astor Piazzolla and arranged by 
Michelakakos. T his fun piece was 
fu ll of rypical Piazzolla features such 
as in trumental and verbal imitations 
of d1e guiro, maracas, and c.-1Stanets, 
combined with the players rising up 
and down in d1eir sears in comic 
fashion and sequence, houting fo r 
emphasi and as accent to ilie music. 
It was a great and well-received 
crowd-winning finale roan excellent 
two-hour display of artistry. 

Mixed Recital: Canada and 
South America 
Also of interest was a reciral that 

brought together music of anada 
and South America. Steven Dann 
performed a sonara by Julius 
Rontgen. 0 ;U1n explained prior to 

performing d1at Rontgen had asso
ciations with Joachim and Brahms 
and today he is accused of being 
overly derivative. Dann than added 
with a smile, "Being criticized as 
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derivative, r th ink you'll find he bor
rowed from al l the right people." I 
assume d1at Joachim and Brahms 
are omc of d1e "right people" from 
which Rontgen borrowed, bur l also 
left the recital thinking d1at teven 

Dann has a tone and rcchnique 
worth learning and borrowing from. 
Jocelyn Bastien of d1e on ervatoire 
de mu ique de Montreal performed 
erge Provost's Sur fes Hnuteurs de 

Budn ;, In fin du jour for 12 violas, 

wirh rhe support of eleven srudent 
violists. This piece is about Budapest 
and rhe Danube river d1at runs so 
picturesquely d1rough the city. 
Having been to Budapest, it was 
easy for me ro rec.-1.11 d1e sighrs of rhe 
large river as the ensemble grew 

from a single voice ro a d1ic1Jy tex
mred tutti before rhe olo entered. 

Following was a group called rhe 
Altura Duo which presented a 
program unlike any orher at the 
congress, with music largely from 

ourh America. T he duo consists 
of arlos Boltes with the viola and 
dmango, and Scott Hill playing the 
guitar. T he charango is a very small 
guitar, bur not at all li ke a ukulele. 
Carlo explained d1e origin of the 
instrumenr. ourh American com-

2007 International Congress Host 
Keith Crellin 



Bruno Giurrmna in Master Class 

munitics wanted to create guitars, 
bur had limi ted resources. A impler 
crafting process was employed thar 
rypically used an armadillo shell for 
a resonating body. 

The duo presented a variery of 
moods and offered cultural 
insights throughout the recita l into 
the lands from which particular 
works were brought. When asked 
why they feel ir is important to 
preserve fo lk music, con Hill 
expressed himself in the following 
words; "First and foremost because 
the majoriry of the music we arc 
performing at the moment is the 
result of a composer who is alive 

today. We have worked closely with 
several outh American artists and 
encouraged them to crcare music 
ba ed on the fo lldore of rheir coun
try. This has allowed us to use many 
different techniques, rhythms and 
sryles that would not normally be 
available to the average enrhusiasr 
of classical mu ic. It is our hope that 
Lhrough the performance of this 
kind of music, other instrumental
ists might begin to explore ounds 
outside their reguJar bou ndaries." 

Gala Concert 
The Gala oncerr wa presented 
on Friday immediately following 
the Banquet. I Musici de Montreal 

hamber Orchestra played under 
the baron ofYuli Turovsky. One of 

the performers 
was Lars Anders 
Tomter who per
fo rmed Mozart 
Clarinet Concerto 
in A rnajor, K 622 
(version for viola). 

Anyone who has 
seen Tomter perform knows why 
he is nicknamed the " iant." His 
commanding srage pre ence and 
composu re garner attention, but 
it take only a moment of his 
playi ng to shi ft that attention to 
hi full rone and musicianship. 1 
hadn't seen him in concert fo r 
over five years and the refre hing 
reminder of his ~misrry was wel

come. When 1 inquired why he 
chose to play this concerto he 
responded by telli ng of how from 

his childhood he considered it 
"one of the mo t beautifu l pieces 
on earth. Late Mozart, in the 
crossroad between blissful happi
ness, cheerful dance, soul fu l song, 
moments of melancholy and this 
operatic side of Mozart makes the 
stage more real than reali ry." 
1om ter explained to me that the 
transcription was an early one and 
that Moz.art may have been aware 
of it. In it the melody has been 
conserved, but the passage work 
adapted to a more "natural viola 
idiom." lle felr convinced Mozart 
would approve of the transcrip

tion and performed it so. Whar a 

wonderful addition to our cia si
ca! viola repertoi re. 

Another performance of the Gala 
oncerr was by Antoine Tamestit. 

T here were many people ar rhe 
congress to rake note of, and even 
among d1em T;tmestit swod out. 
An active parricipanr and performer 
of recent congresses, he is becoming 
deservedly wel l-known for his ense 
of refinement in playing. Tn d1e 
Gab concert he performed tamirz 

Concerto #2 in A Major for Viola 
and O rche rra. Signi ficantly more 
difficult than his Grst concerto, 

tamirz filled thi concerro with 
beautiful and delicate passage work 

jutta Puchhammer-Sedi!fot and Elise 
Desjardins in recital 

T h e d e finition of a gen tle m e n is s om -
one who can play the viola, but doesn't. 

"We a r not g oing t:o b gendem n. 

- Michel Michalakakos 
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that Tamestit executed gracefully 
and rasrefully. When I asked him 
why he chose the piece he said, 
"The lassical period viola cor1Cer
ros are sometimes considered as dull 
or a bit boring, but [ think they 
should be red iscovered wi th all the 
knowledge that we now have of 
period instruments, therefo re mak

ing ir sound more resonant, and 
mosr of the rime light and playful, 
with a lor of sensitivity for the slow 
movements which are often incredi 
bly beautiful. I th ink violists can 
have a lor of pleasure playing this, as 
well as it being a challenge techni
cally." Certainly it was light, playfll l, 
sensitive, and imply beautiful. 

Kim Kashkashian 
unday afternoon Kim Kashkashian 

was sd1eduled to perform in con

cert. Worries that the concert mighr 
be under-attended because it was in 
the last leg of the congress week 
were soon pur to rest as the hall 
fill ed quickly and early. The pro
gram consisted of chumann 
Fantasiestucke, Hindernith Sonata, 
Op./ 1 #4, and Brahms Sonata in £
Flat Major, Op. 120 #2. Living up 
ro her reputation, Kashkashian 
communicated creativity and 
artistry in strong musical language, 
givi ng unique interpretation to the 
works she brought. 

Her performance was received with 

immediate applause thar brought 
her return three rimes for addition
al bow before treating the audi
ence with an encore: "Spring 
T ime," an Armenian fo lk song 
transcribed by Komidas. Dance

like and Auid, the fo llowing 
applause asked Kashkashian ro 
return twi e more for bows. 

Barbara Westphal 
The flnal concert of the congress was 

given by Barbara Westphal who holds 

professorship at the Llibcck Music 
onservarory in Germany. Listening 

to K-1Shkashian and then Westphal 
presenr full programs in succession 
was Like having one piece of fudge 
right after d1e next. 
Westphal's program consisted of 
Bralm1s cherzo in C Min01; Mignone 
7i-es Valsa Bmsileiras, Reger o11ata in 
8-Ffnt Major, Op. 107, Manual de 
Falla iete Ctnciones Popufares 
Espanolos, and lasdy Veiuxremps 
Sonata in B-Fiat Major, Op. 36. 
Again four bows paved d1e way for an 
encore. It was a Brazilian piece called 
"Can9lo erraneja," which can be 

translated fi·om Pomrguese as " ong 
fi'Orn d1e region ofSerraneja." 
Westphal des ribed 

ir as being "of perfect 
d1;u·m and wistful
ness" composed by 
Brazil's Camargo 
.uarnieri. When T 

asked why she chose 
t.his program 
Westphal responded 
d1ar they were 
"Pieces I LOVE!!! 

Conferences, Lectures, and 
Workshops 
Viola congresses always offer inrcl

lecwally stimulating lectures on 
ubjects of inreresr to the viola 

world. Ar this congress, many dealt 
wim issue of health, musicology. 
history, practice techniques, and 
alrernarive rnu ic ryles as wel l as 
other areas of discu ion all pre
sented by acrively researching 
experts. 

One such evenr was a recital-lecture 
given by Bruno Giuranna. For an 
hour Giuranna shared his experrise 

on the Brahms Viola Sonatas, Op. 
120. He explained to me: 

7'he incredible thematic work behind 
them deploys itself with mch an ensi-

onrrast! It had robe Kim Kashkashian in recital 
preces nor everyone 
plays alJ the rime." 
She expressed d1ar in 
recent years she has 
come ro love 
Brazilian music and 
could have presenred 
an entirely Brazilian 

program, bur recon
ciled herself to the 
request of a rnixrure 
of f.uniliar and unfa
miliar· pieces. 

Emmanuel Vardi 
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the library of 

Brigham Young 
University in 
Provo, Utah. Tn 

addition to pre
senting a good 
deal of history 
behind William Tamestit, Adamopoulos, Laine, and Michalakakos 

in recital Primrose, the lec
ture also explained the workjngs of 
the PIVA and irs benefits and 

ness that, according to Claude 
Rostand, 'only their poetic essence 
seems to have been significant to 
Bmhms. ' Like all mtlSterpieces, the 
Sonatas may be approached in a 
naive way- just Listening and enjoy
ing- or may be studied and deep
ened during a Lifetime. In this case 
they reveal what they are: an endless 
source of marvelous treasures. 

iuranna explained his views 
between the clarinet and viola edi
tions: "In the F-Minor complete 
phrases - objectively roo high for 
the viola - have been moved down 
an octave; at the contrary, in the 
E-Flat onara only parrs, fractions 
of phrases have been moved down 
changing radically the character of 
the music. onsequendy, my sug
gestion of performing the E-Fiar 

Major onara at rhe high octaves, 
like rhe clarinet." This lecru re was 
a significant, if not the deciding 

factor, in my decision ro include 
the Brahms E-Fiat Sonata for an 
upcoming recital of mine in place 
of Arnold Bax's beautiful viola 
sonata. 

Another such even r was a lecture 
given by Dr. C laudine Bigelow 
with rhe assistance of Jennifer all 
and Myrna Layton who work with 
rhe Primrose International Viola 
Archive (PI VA), the largest single 
co llection of viola works in the 
world. T his collection is kept in 

value ro the viola world. 
Interesting for me was the discus
sion of the various instruments 
and the rime periods Primrose 
used them and recorded with 
rhem. There is a lor to be ga ined 
from the resources made avai lable 
at rhe PTVA. Beyond these tangible 
resources there is much robe 

learned from the legacy left by 
Primrose for as Yehudi Menuhin 
stated, "IfTertis was the first pro

tagonist, Bill [Primro e] was cer
tainly the first star of rhe viola." 

Congress Closed 

A word of thanks mu r be sa id to 
Jutta Puchhammer-Sedillor. The 
congress week wa fill ed with 
events and lectures with relatively 
little recycling of presenters and 
performers. Given my circum
stances I could not have possibly 
experienced more per day. 
Unfortunate it is that the under

represented American viola com
muni ty rud not choose ro partici
pate with greater mtmbers. The 

smooth continui ty of rhe events 
and the orderly manner in which 
they rook place rhroughout rhe 
week spoke mo t strongly of the 
care and arrenrion given by 
Puchhammer-Sedillor in seeing 
that cvc1y minute was provided for. 
Any violist who has been principal 
of a ection can appreciate the diffi-

culry of keeping 12 or so violists in 
line. Keeping over 300 violists in 
order was noth ing short of a spec
mcular and a commendable 
achievemenr indeed. Very special 
thanks were given to Jurra by her 
students, associates, and fri ends at 
the close of the congress. 

The congress closed with an invita
tion ro attend rhe next year's con
gress in Sydney Australia. Eve1y 
other yea r the congress is held out-
ide ofNorth America. My friends 

and I returned home eating our 
peanut butter sandwiches, consid

ering the possibilities of attending 
that 35th congress. For us, new 
reperroire had been considered, 

and the old dusted off and made 
new. We had mer new friends 
from across the world, learned 

from the best, and certainly 
renewed our gusto fo r pursu ing 
our own viola aspirations. At first 
the experience did nor look like it 
could happen for us, bur we found 
a way and made it work. lr was 
financially difficult and physically 
exhausting, but worth ir. And l 
still love peanut butter sandwiches! 

-A native of Burlington, Iowa, 
Andrew Snow is n senior at Brigham 
Young University. 

For me the music 
is a very powerful 

language: some
times joke, some

times tragedy. 

Michael Kugel 
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THE VIOLA-CELLO Duo: 
By Claudine Bigelow 

At first glance, the basic resources 
listing viola-cello duos make the 
genre seem limited to almost no 

repertoire. Quite frankly, it is a 
genre that has been overlooked. 
For example, Cowling's, The Cello, ' 
and Peter Allsop's chapter on 
ensemble music in The Cambridge 
Companion to the Cello/ fail ro 

mention any. This is not meant as 

a criticism, just an observation of 
otherwise very usefu l books. O ne 

of the largest listings of viola-cello 

duos in general reference materials 
is in Literatur for Viola, by Franz 

Zeyringer/ and ir includes approxi

mately fifteen works. A few more 
are listed in Arthur ohn's relative

ly recent fou r-volume work, The 
Literature of Chamber Music .. , 

T here arc however, many more 

duos ava ilable for this string com
bination; over seventy at last 
count. Composers did not start 

writing for th is specific duo instru
menration unti l the Classical peri

od, relatively !arc in musical hisro

ry. T he first documented viola

cello duo was composed in 1783 

by Johann Georg Albrechrsberger. 
The richest sources of viola and 

cello duo repertoire come from the 
18th and the 20th centuries. 

We can trace d1e forerunner of ilie 

alto and tenor combination tO 

vocal motets, canzonets and ricer

are from the Renaissance, includ

ing works by Thomas Morley and 

O rlando di Lasso.5 Instrumental 

compositions arc more difficult tO 

identify. ince the development of 

ilie string fam ily was in its forma
tive stages at ilie time, instrumen

tal duos poss ibly reAected d1e vocal 
repertoire of this era. However, 
typical fo r Renaissance music, 

none have explicit instrumentation 
written in the manuscripts. 

One could also look ro English 
consort music for viols as a distant
ly related predecessor of d1e viola

cello duo. T hese composers were 
interested in exploring counter
point with ar least three voices, o 

ilie duo was avoided and arguably, 
viols represented a different fam ily 

of string instruments d1an ilie viola 

and cello. However, the viola-cello 
duos iliat first appeared in rhe 18th 
century bear an important connec

tion to the viol consort music 
because they share characteristics of 

equal voicing and the upper 
melodic lines were commonly in 
the alto range. Compositions of 

O rlando Gibbons, John Jenkins or 
Matthew Locke's Fantasias, for 

example, would fir this description.6 

As chamber music in ilie Baroque 
period evolved, iliese roles fell out 

of favor. Instead, the cel lo became 
increasingly involved with the 

responsibili ty of ilie continuo role 
and d1e viola's alto range was 

almost always used as an inner 

voice wid1 less prominence. 

Why is ilie viola-cello duo missing 
from the Baroque era? Maybe its 
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absence can be explained by the 

al l-consuming use of continuo 
during that period; the scoring of 
the viola and cello was perhaps too 

spare a color and not in the correct 
style without a keyboard in ilie 

background. Another reason may 
be that the role of the viola as a 

solo or upper voice was still in its 
developmental stages. T he concept 
of the viola's role was primarily as a 

harmonic voice. The emergence 
and later great popularity of the 
trio sonata completely left our the 

voice of d1e viola and instead 

focused on two soprano instru
ments. Mau rice Riley explai ned: 

The omission of the viola from the 
trio sonata was an unfortunate devel
opment that retard.ed the progress of 
this instrument in many ways. Not 
only was the viola excluded Jrorn the 
most prevalent form of instrumental 
chamber music of the Baroque era, 
but also composers were failing to rec
ognize it as a solo instrument. ' 

T he end of the Baroque period is 
when the viola's possibilities in d1e 

solo capacity starred ro emerge. In 

172 1, Johann Sebastian Bach com
posed the Brandenburg Concertos. 

T he sixili concerto was scored for 
the unique combination of two 
viola soloists with the accompani

ment of gambas and cel los. 

Georg Phi li pp Telemann corn

posed one of the ea rliest solo viola 
concerto in 173 1. He composed 
many other works that featured 





the viola in non-traditional ways. 
For example, he used d1e viola in 
the trio sonara setting several 
rimes. Scherzi Melodichi, composed 
in 1734, contains 7 pieces for vio
lin, viola and continuo and features 
rhe viola in a solo voice role. He also 
composed a concerto for two viola 
soloists as weLl as a concerto grosso 
work for two violins and viola.8 

Tclemann's stature as a major com
poser certainly must have inAuenced 

those around him. These works 
would have helped any performer, 
composer or audience recognize the 
possibilities of the viola in the 
melodjc or solo role. 

The transition from Baroque to 
Classical period was a blossoming 
time for the string duo in general. 
A combination of influences 

changed the ways people were 
making music. Public concerts 
became fashionable, involving a 

larger audience of people than ever 
before. T he rising middle class 
attended the concens and generat
ed more interest in an music. T his 
stimulated growth in the publish
ing industry, anxious ro make 
more music available ro the mass
es. Chamber music for the an1a
teur became a pleasurable pastime. 
Philip G. Downs said: 

Based upon the evidence of the music 
printed and sold during this period, 
/ 1760-1 180}, it would appear that 
the practice ofmusicmaking [sic} in 
the home continued to increase and 
the medium of performance contin
ued to change. The use of basso con
tinuo began to decline in the concert 
hall, the opera theater, and the 
church and disappeared almost 
entirely from private music . .. 9 

The increased interest in chamber 
music demanded other possibili
ties. Literally hundreds of pieces 

were composed for the various 
combinations of two violins, two 
violas, two cellos and violin and 

viola. It was during th is period char 
rhe duo for viola and cello also was 
born . Downs added: 

The 1760s witnessed the developmmt 
of the truly modern kind of chamber 
m11sic co1'nbinations without key
board The string duet, string trio, 
string quartet, and quintet, although 
they may have been used before 1760, 
come to form a major part of the 
active life ofthe cultivated amateur 
musician as never before. The duet for 
two violins remained the most popu
lar of the string-duet types, closely fol
lowed by the duet for two cellos, while 
that pairing for which the most 
fiunous of all string duets were writ
ten---the duets for violin and viola of 
Mozart---was feast popular. 10 

Note rhat Downs did nor even 
memion rhe viola-cello duo. T his 
uggesrs it was even less popular! 

It was the trio sonara rhar evolved 
and branched in to different rypes 
of chamber music in rhe Classic 
period, exploring the possibilities 
of the string duo, the string trio 
and even the piano trio. Duos pri
marily served the pedagogue and 
rhe amateur. John Herschel Baron 
explained: 

... most duets seemingly belonged to 
the private quarters of the pe1formers 
themse!tJes and not the public sphere. 
Here were two principal reasons for 
such duets. For· one, the teachers of 
the 18th century found the duet a 
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usifi.d pedagogic tool to train young or at 
least uninitirtted players in the elernen
tary aspects of the ensemble .. . For anoth
e~; two stting pktyers of any ability 
found that getting together alone and 
informally to make music was an enjoy
ment unequAled in any other ensemble. 
it was less complicated than perfo1ming 
with two or more others, and it allowed 
for the meshing of homogeneous sounds 
of two string p!ttyers that was not possi
ble with keyboard or wind 11 

Baron said that rhe duo served two 
additional functions between 1780 
and 1827: making money and 
showcasing d1e virtuoso. 

After 1780 there is a flourishing of 
duet composition serving much the 
same fimction, but also with a diffor
ence. Publishers, such as Ho.ffineister 
and Pfeyel, published many sets of 
duets to make money; they saw a sub
stantial market in the amateur play
ers of Paris, London, Amsterdam, 
Vienna and elsewhere in Europe ... 12 

. .. A third type of composer of duets 
was the tratJeling virtuoso who corn
posed brilliant duet sonatas where the 
first violin part had excessive virtuosi
ty to show off the composer-violinist 
and where the second violin was 
almost unmitigated accompaniment. 11 

Johann ,eorg Alhrechrsberger's 
duet for viola and cello had 
tremendous h isrorical sign i fl cance; 
it was the first scored specifically 
for d1e viola-cello combination. 

T he manuscript was dared 1783. 
The duo by Albrechrsberger sera 
trend for the genre. 

Add itional viola-cello duos by rhe 
fo llowing Class ical-era composers 



include: Ludwig van Beethoven, 
Johann Friedrich Braun, Antonio 
Bartolomeo Bruni, Franz Danzi, 
Carl Oitrers von Dirrersdorf, 
Wcnzeslaus Piehl , Alessandro 
Rolla, Joseph chmirr, Georg 
Abraham Schneider, Carl 

iegmund chonebeck ;md arl 
Sramirz. Like the Albrechrsbcrger, 
rhcse are multi-movemenr works. 
Typically in three movements, they 
usually have a slow movement 
sandwiched betwt:en rwo Allegros. 
Occasionally ome had rwo move
ment . ome wt:rc compo ed in 
sets, such as the Bruni, Danzi , and 

Piehl duos. or the e, the majority 
contain three duos per set. 

The duos are composed basically 
in rwo different tyles. The first 
;md most common srylt: has the 
voices melodically trading roles 
and places both instruments on an 
equal footing. The AJbrechtsberger, 
Beethoven, Braun , O;mzi, Piehl , 
Rolla, chmirr, chneider, 
Schonebeck and Stamirz duos fir 
in this category. The second tyle 
fea tures rhc viola as rhe solo voice 
wirh rhc cello supporting rhe basic 
harmonic motion wirh an occa

sional flourish, bur basically leav
ing rhe virtuosic role ro rhe violist. 
The Bruni and Oittersdorf duos fir 

this model. 

A rich resource of music from this 
period is the collection of Ulrich 
Dri.iner. His collection focuses on 
manuscript copies and flrsr edi
tions of music from this period. 
His main interest is music for 
strings, particularly rhe viola. The 
Primrose International Viola 
Archive contains microfilms or 
Dri.iner's manuscripts for study in 
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addition to music from the viola 
collection of omte Roger 
d'Adhemar. The duos available ro 

look at include first printings of 
the compositions by Bruni, Danzi, 
Piehl and Schonebeck. 
Additionally, there arc manuscript 
copies circulated around 1856 of 
the Bruni and Rolla duos. These 
are probably nor in the composers' 
hand. Rather rhey were hand
copied by ;mother person fo r per
sonal use, a common practice ar 
rhe rime. T he Rolla is of parTicular 
interest, because there arc rwo 
duos. Only one has ever been in 
prin t. This unfa miliar duo e pe
cially warrants furrher study. 

T here are six additional duos avai l
able on the microfi lms rhar are nor 
in print. They were composed 

between 1795 and 1820 and are 
by the following composers: 
Bernard Lorenziri , L. A. Loulie, 

Joseph-Henri Ignace Mees, J. 
Mi.inrz-Berger, P.Voirin, and 

ajcran Wurky. The duos in rhc 
Dri.iner collection aJso reflect rhe 
rwo compositional styles previously 
mentioned. The Mi.in rz-Berger, 
Voirin and Wurky have the viola 
and cello equally involved with 
interplay of the melody. The 
Lorenziri , Loulic and Mee feature 

the viola wirh a cel lo accompani
ment. 

Titles for duos in the manuscripts 
rrorn the lass ie period are prob
lematic, because ometimes rhe 
word basse is indicated instead of 
cel lo. This is a problem for identi
fYing several of the duos including 
those by Bruni, Rolla, LouJie and 
Lorcnziri. T he rerm bnsse is 
ambiguous. Basse can mean a vari-

ety of different things depending 
on the historical context. The 
main problem is ir can sometimes 

be used interchangeably ro mean 
cello or bass as well as other instru
ments. T he rerm can easily be con

fused with older French usage of 
rhe vioLone, contra basse and double 
bass related to the viol family; or 

in Germany, the bass of the kLeine 
Ceigt!' family related ro the rcbec 
as wel l as rhe violin. In the context 
of 1700-1761 , David Boyden 
defines basse as rhe cello, "The 
normal bass of the family ... "11 

T his view is supported by orher 
respected cholars.'6 The author 
has interpreted bnsse ro mean vio
LonceLLo for these particular duos 
and included them in this study. 
Excluded are all duos for contra
basse or other rides clearly scored 
for rhe lower bass instrument. 

The absence or the viola-cel lo duo 

from rhe Romantic era is puzzling. 
The major composers of that gen
eration ignored ir; the minor ones 

virtually did as well. Only one, 
Serenades en 3 uites pottr ALto et 
VioLonceLie by C harles Douay, was 
mentioned in all rhe references for 
this project.' ' ome or the plausi
ble reasons for the change could 
be rhar there was a change of fash
ion. Duo in general were simply 
nor as popular as rhey were in 
their 1760 heyday. T he mosr pop
ular and gloriou contributions in 
rhe development of chamber 
music in the duo rea lm were in 

the medium of rhe sonata, partic
ularly for cel lo and piano. For rhe 
violist, rhe most satisfYing cham
ber music literature was in rhe 
genre of the string quarter. 
Ar rhe beginning of the 20th cen-
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cury, the duo for the viola and 
cello appeared agai8n. Why did it 
return? What circumstances 
brought about a desire or the need 
for a comeback? T he impetus 
seems co have had three inspira
tion , all coming together at the 
. arne time. First, there was the 
arrival and lasting inAuence of 

viola virruosos at the beginning of 
the 20th century. Second, the 
viola's possibilities were again 

explored by composers as a solo 
voice inspired by these soloist . 
Third, the violist-composers at the 
turn of the century rook an in ter
est in viola-cello duos and per
formed rhcm frequently. 

The beginning of the 20th century 
heralded the explosion of viola as a 
solo instrument. The importance of 
this occurrence cannot be underes
timated; this is most likely what 
reawakened the compositional car 
to placing the viola in the role of 
the upper or solo voice. Two exem
plars precipitated this change: the 
solo careers of Lionel Terris and 
William Primrose helped the viola 
take a giant step forward. 

Two fine composers who also per
form ed regularly on the concert 
stage at the beginning of the 20th 
century were Rebecca C larke and 
Paul Hindcmirh. They were fine 
violists and important protagonists 
of the viola-cello duo. Concert 
programs and recordings tell us 
that they performed with cellists 
often. Rebecca Clarke freq uenrly 
performed wi th the cellist, May 
MuciJe. Clarke composed her Tiuo 
Pieces for Viola and Cello (com
posed circa 1916) co give them 
more repertoire to do together. 
T he violist-composer Paul 

Hindemith was intimately fam iliar 
with the Beethoven "Eyeglass" duo. 
Hindemi th recorded it with his 
brother, Rudolf, in 1924. This 
recording is sriJ I avaiJable on the 
History of the Recorded Viofa. 11

J His 

own viola-cello composition was 
recorded and published in 1934. 
These two duos were among the 
first to explore the vio la-cello genre 
again, after almost a century gap in 
the rcpcrroi rc. 

Clarke's Duo is important because 
it was one of the earliest duos to be 
composed in the 20th century. Tt 
was the first published by a woman 
for this genre. Other female com
posers that wrote for the viola-cello 

duo genre arc Mary Jeanne 
Applcdorn and Thea Musgrave. 

The combination of these inAu
ences had a significant impacr on 
the grea ter number of works for 
rhc viola, and this was felt in the 
viola-cello duo genre. There are 
about fifty compositions for this 
pairing. Some personal favo rites in 
addition to those listed above 
include one by Hanning Schroder, 
a substantial three movement work 
by the jazz inAuenced Walter 
Piston, and a fine transcription by 
folk-melody inAuenced Witold 
Lutoslawski. 

CONCLUSIONS 
In 1929, Walrcr Wilson Cobbcrr 
described ducts for strings in his 
Cyclopedic Survey of C hamber 
Music as unimportant musically 
and primarily only for usc as peda
gogical material. He "rr·ears spar

ingly of ducts of a type which have 
not been considered of sufficient 
chamber musical importance," as 
he covers duos for twO violins. Of 
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od1er string duos he says, "The 
remaining ducts for rwo instru
ments ... are of fur less imporrance." '9 

He fa ils to list any duos for viola 
<Uld cello at al l. Rebecca Clar·ke 
says around rhc same rime period: 

it is n curious fact that, although the 
tJiofa is probably the oldest instrument 
of the qum·tet, it has been the longest 
in coming into its own; and one fiefs, 
in reviewing its history in chamber 
music, that, unlike that of the violin 
and 'cello, it is indeed, its life history. 
Many efforts haue, it is true, been 
made to establish it as a solo instru
ment, but these hnve been of recent 
years only; so, nlthough it has always 
appeared in democratic numbers in 
the orchestra, its chiefscope of utter
ance as n personal entity has been, 
ant! still is in chamber music . .. 20 

So we come again to rhe idea 
thar the viola needed ro be seen 
by the composer as an upper 
voice. Composers first needed to 

explore rhc viola's role as a solo 
voice with virtuoso possibilities 

before feeling comfortable with 
rhe viola-cello duo gen re. C loser 
examination of the composers of 

viola-cello duos shows thar many 
had skill performing on rhe viola 
and perhaps it rook this under
standing to see possibilities. For 
example, Beethoven, Bruni , 
C larke, Flirsr, Hi ndem irh , 

Pi ron, Rolla , Schroder, and 
ram itz, all had professional 

experience playing the viola. 
Current co mposers ca n now look 
to vi rtuoso soloists on both rhe 
viola and cello for inspiration . 
For example, wonderful perform
ers willing ro play duos include 
the celebrated duo of brothers 
Roberto and Andres Dlaz. 



o does rhe duo deserve more 
attention than obben gave it in 
1929 and Arthur Cohn gave it in 
1997? Certainly. This repertoire 
hould be looked at closely and 

valued by violi rs. Especi;tlly for 
pedagogical usefu lness, this reper
coire has been underestimated. The 
opponuniti t:s fo r the student to 
explore music of the Classic period 
in particular are wonderful. Here is 
music with the voice of d1e viola 
and cello conceived in the olo 
role. These instru ments do nor 
ne;:cessarily need to seek transcrip
tions for a chance to study the 

music and style of th is era. 

Additionally, the exploration of 
color in rhe 20th century lent itself 
well to the genre. T his is the century 
that contains largest nlllnber of 
election for the genre and contains 
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repertoire worrh more attention. 
The works are worthy of the con id
erarion of both violists and cellists. 
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Music, 1997). 
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1977), forwa rd. 
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BooK REvrEw 
A REBECCA C LARKE READER 

Reviewed by Dwight Pounds 

Before examining the Rebecca 
Cltzrke Reader itself, it might prove 
useful to place the Anglo-American 
composer, Rebecca Clarke (1886-
1979), in historical perspective. 
She is a relatively new phenome

non in the viola world as ir exisrs 
in 2006 and as such it sometime 
is difficult for us to imagine that 
she was a contemporary of our 
grandparents and great-grandpar
ents. She was six years of age when 
Johannes Brahms died (1892) and 
was already a mature woman of 
32-33 in 19 19 when she entered 
her viola sonata in the Coolidge 
Competition. Lionel Terris, who 
was at the height of his powers 
(and with whom she studied 
viola) , and is referenced in the 
book but Will iam Primrose is not. 
T he vast majority of Rebecca 
Clarke's career, both as a composer 
and chamber music violist, was 
pre-Primrose. Hers was the world 
of Ralph Vaughan Wi ll iams, 
Arnold Ba.x, York Bowen, Myra 
Hess, Gustav Holst, Ernest Bloch, 

Maurice Ravel , William Walton, 
Paul Hindemi th and Lionel Terris. 
She lived ro see rhe onset or in ter
national viola congresses bur 
attended none, nor do they appear 
to be mentioned in any documents 
released to dare by her estate. She 

died in 1979, the year that 
Congress Vll convened in Provo, 
Utal1, in her 93rd year. 

What Clarke 
referred to as 
her "mini
revival" began 

musically with a 
1976 birthday 
tribute broad
easton WQXR 
Radio thar 
included her 
Viola Sonata. 
The perform
ance by Toby 
Appel (viola) 
and Emanuel Ax 
(piano) possibly 
was its Grst pub

lic presentation 
in decades. T he 
program also 
included her 
Piano Trio and 
three songs. 
·loby Appel also 

presented the 
first performance Clarke, ca. 1910, at the Royal College of Music. 
of the Viola Used with permission. 

onata at a viola congress in 1987 Ithaca (Congress XIX in 1991) and 
at Congress XV in Ann Arbor. The Evanston congresses respectively. 

composition quickly proved popu
lar and was performed by Csaba 
Erdelyi at Congress XVIl in 1989 
in Redlands, A, and by Paul 

oletti at Evanston in 1993 ar 
ongrcss XXT. Likewise it quickly 

spread ro student ranks-Ki rsten 

Docter and Kathryn Lockwood 
played it as part of their Primrose 
Competition programs at rhe 

Prelude to Publication: The 

Rebecca Clark ociety released chis 
bulletin on August1 5, 2005: 
The Rebecca Cltzrke Society has pro
duced f1 new printing of A Rtl;ecC/l 

Chrke Reade;; a volume a_( writings 
by and ctbout British-born composer 
and violist Rebecca Clttrke (1886-
1979). PreviousLy published by 
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fndiann University Press, the book 
was recalled from circulatio11 lnst year 
in response to threats of legal action 
from Clarke s estate. This past june, 
fndiana released its distribution rights 
to feminist activist and music histori
an Linne Curtis, the books editm; 
who subsequently agreed to make a 
paperback version available in time 
for the 1 19th anniversary of Clarke's 
August 27 birthday 1 

Briefly, the problem in parr con
cerned an "uncomfortable and 

unfriendly dispute between Ms. 
Curtis ror. Liane urti , Reader 
editor and President, Rebecca 

Iarke ociety] and Mr. Johnson 

l hrisropher Johnson, who owns 
the copyright ro Iarke's unpub
lished music and writings]." Or. 

urtis criticized both hi editing 

and his stewardship of her works. 
Johnson countered, rotally reject
ing her accusations: far from deny

ing access, he asserted that he wel
comes scholarly interest in ' Iarke 
and entertain any application ro 
sec the unpublished marcrials. He 
clea rly thought that urtis wenr 
too far in the Reader with unau

thorized excerpts from unpub
lished work . urtis countered that 
thf' brevity of the material and its 
scholarly use in the Reader place it 
under the umbrella of copyright law's 
'fair use' provisions. T he Indiana 
University Press, citing "errors in 
the publication of rhc book," with
drew the just-published Reader 
from circulation, though Curtis 
refused ro return 200 copies in her 
posse sion. Legal action is ycr 
pending.2 

A Rebecca Clm·ke Reader, Liane 
Curtis, editor. 
24 1 pages soft back, 7 contributors 
Published by the Rebecca Clarke 
ociety, 2006 

Website: www. rebeccaclarkc.org 

The book essentially encompasses 
th ree sections or main ropics: 
recent essays about Rebecca 

Iarke, her published writings, and 
her mini-revival as revealed in 
interviews and program norcs on 
the Viola onata th ree decades 
before her death. 

Recent Essays About Rebecca Clarke 
The treatment of Rebecca Iarke as 
a composer and one of the most 
important violists of her time by the 
opening essay's author, Nancy Reich, 
is enlightening. lr is here that we 
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learn thar Clarke was the only woman 
accepted by ir hades Stanford, her 
composition rcad1cr m the Royal 

allege of Music. Of rhi , she wrote 
in her self-deprecating sryle, " .. . that I 
was the only woman he had accepted 

was a source of great pride to me, 
though I knew Ji!LL well that I never 
really deserved it (italics mine)." 1c was 

also Sir Charles who urged her to 
switch from violin co viola, that play
ing the viola would place her "right in 

the middle of rhc sound, and [she) 
can tell how it is all done." (11 ) 

Also docwnentcd arc accoun ts of 
Iarke's independence, that she sup

ported herself for over rwo decades 
playing in orchestras and chamber 
groups; char she became of the first 
women to be employed by an major 
orchestra in London; that her Viola 

Sonara and Piano Trio each won sec
ond place in the 1919 and 192 I 

Coolidge Competitions respectively 
and that she was the only woman 
composer represented in the Coolidge 
between 191 8 <md L 939; that she 
completed a world-wide tour with 
May Mukle (cellist and good friend) 
in 1922-23; that she presented a con
CCIT of her own works at Wigmore 
Hall in 1925 "in whid1 she was joined 
by Myra Hess and ocher leading 
English musicians; that she played 
with an all-woman string quartet, 
organized and managed the English 
Ensemble d1amber group (piano, vio
lin, viola and cello). Though Reich 
admits that the composer was "nor 
known as a fighter for women's suf
fi-age or women's rights," ( 15) she cites 
a letter written ro Elizabeth Spmguc 

oolidgc in which Clarke write : 

I have been wondering, if, when you said 
you wert' undecided about the cellist for 

The EngLish EnsembLe (Piano Quartet), ca. 1928-1929. (L to R) May Mukfe, cel!o; 
Rebecca Clarke, viola; Marjorir Haywmd, violin; J&thLeen Long, piano. Used with 
permission. 

the cello recital next yem; you had ever 
thought of the possibility of having a 
woman! 1 can't help fteling, and I believe 
you do too, that a great cause is srrved in 
putting the work ofwomen executants on 
rm equ11.L footing with that ofmen-that is, 
only when it re11./Jy is equal. . . ( 15) 

Editor Liane Curtis curs ro the chase 

early in her essay, "Rebecca Iarke 
and the British Musiec1.l Renaissance," 
on the issue of the "woman compos

er." The term was considered pejora
nve tn Iarke's time and he was 
careful ro di ranee herself fi·om it, 

possibly because Ethel Smyth, who 
was bod1 strident and eccentric and 
quire the opposite of Clarke in per
sonali ry and manner, in Curtis' words 
"might be een as d1e negati ve icon of 
this 'woman composer."' Srill, she 
was pare of the group of women who 
in 19 11 founded rhe Society of 

Women Musicians. As fo r Clarke's 
role in the British Musical 

Renaissance, urris wri tes: 

Clarke . .. bot!J contributed to and bene
fited from n rejuvenation of rtll English 
musicaL rradirio11and a sense of British 
n11.tio11al idmrity. Consideration of 
C/11.rke's experiences rtt the RCM, and her 
fiiendships with Stanford's other col'npo-
sition students (Gustav Holst, Vaughan 
Wi!limns, Fmnk Bridge, George 
Butteri/Jorth, others), and emphnsizes the 
pam/leis and possible influmres benvren 
Cfmke nnd her colfengues. (25) 

Commenting on Clarke's style, 
urns connnues: 

But it is i11 t!Je grnre ofsoug that the ji11L 
breadth of her musical style and develop
rne/11 is revealed; her output of jifiy-jit;e 
songr spa11s herjit!L creative life. (25) 
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Clarke in August, 1972. Used with permission. 

T he essay concl ude wiLh a com
parison of seuings by Clarke and 
lvor urney to two poems by 
Yates, Dow11 by the Salley Cardms 
and The Cloths of Heave11, and her 
Passacaglia 011 an Old Citglis/; 7 ime 
(for viola and piano) , the only 

work from her late period ( 1939-
1942) to be published. (34) 

Deborah tein, in the third essay, 
"Dare eize the Fire," traces the 
composer's stylistic evolurion in an 
analysis of Iarke's songs, Shy One 
and The Cloths of Heaven (to texts 
by Yeats), and ettl Man (to a 
poem by John Masefield) , and 
concludes with Tige1; Tiger (by 
William Blake). T he fou rrh e say, 
"But Do Nor Q uire Forger'' by 

nryony Jones, is a comparison of 
the Trio fo r Violin, Cello, and Piano 
( 1921) and the Viola onata ( 1919). 

In Her Own Words 

Clarke's Published Writings 

"T ht: Bt:erhovcn Q uartets as a 
Player Sees T hem" i writ ten strict
ly as a quartet member with vety 
li trle referen e to anything permin
ing to the viola and could as easily 
have been wri tren by a violinist or 
cellist. O ne is quickly jolted into 

the realization that, although she 
arguably was one of the most 
important violists of her time, 

Rebecca Iarke fo remost was a 
chamber musician who spent thir
ty yea rs of her life in rhe medium. 

O n the quarters she wriLes, 

It is al111ost impossible for those who 
htwe never played in a string quclrtet 
to realize to what an exwu those 
who do /;ave the adt;mttage over 

tfmtt. 7 'he dijjim:nce is as great rlS 
between a thing read about and a 
thing experienced .... 

T/;e Beethoven quartets 1nore than 
any others are pre-eminently for the 
player rather than jo1· the listenn: 
Brought into the world as they were 
by slow and laboriotlS growth it is 
only by slow and laborious concen
tration that they will reveal them
selves f ully. ( 120) 

To ea rn this revelation, Iarke gladly 
allowed the quarters ro slowly and 
painsral<ingly etch themselves onro 
her soul over a rhree-decade period. 
Iris from this perspective that she 
lovingly shares insights into her dear
e rand most intimate fi·iendship , 
the movement~, themes and 
motives-even individual notes of the 
quarters. These have become so ime

grared in to her thought thar they 
take on personalities: she knows 
their joys and sorrows, d1eir peculiar

ities, their preference for brandy and 
cigars, lace and leather, whether they 
prefer brie, Swiss, or cheddar, 

Rembrandt or Holbein, Schiller or 
oethc. Iarke discusses d1ese quali

ties in imimate derail, caressing them 
with a pro e that could only be 
described as the blended style of a 
gifted music critic and a poet. 

T he early quartets receive relati vely 
shon shri ft as she clearly has her 
eyes (and cars) on rhe middle and 

later offerings. he writes: 

Beethoven has gi'Own enormously in 
stature; his hand is jirme1; his char
acter more formed. . . the Beethoven of 
the Rasumot;skys (appears/ to have 
sprung full-grown and almost unher
alded into existenre . ... The quartet 
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in F touches heights immeflSu.mbly 
above anything that had ever before 
been attempted in this form. (123) 

Her only reference to the viola in the 

essay concerned the Allegro of the 
third Rasumovsky, in C, which began 
with a comment on d1e famous cello 
run in d1e 34d, measure: 

Above this darkly m011ing bass the 
upper instruments wind their plain
tive tune till the viola breaks in with 
rt cry of anguish which could have 
been given to no other instrument. ft 
often seems to me that the personality 
of the viola has a certain affinity 
with Beethoven's in its halfawkward 
sincerity mtd somber passion. . . (1 26) 

Clarke begins her review of the late 

quarters wirh p. 130, in B-flat, 
and of which she writes "is in 
many ways my favorite." 

Of its six movements the third, Andtlnte 
con moto, is the one ! love almost best of 
aiL If ever Beethoven wrote music near 
to the sounds of nature it seems to rne he 
has done it here; the innumemble gentle 
little phrases, so inconspicuous but so 
essential a part of the whole, the ever
changing moods, and the deep half 
unconscious feeling pervading it ali, 
make this 1novement unique in chmn
ber music. There is absolutely no end to 
what can be found in it, evny smallest 
mark having such significance, and 
every note containing so much meaning 
(129) 

Her conclusion with regard to the 
late quartets as a whole: 

... ! feel the chief thing that makes 
them so absorbing to the player is 
their very difficulty, both of technique 

and of understanding. One so quick
ly comes to the end of music which 
makes a too easy and immediate 
appeal; it is all vny well for the lis
tenet; who has to form his impres
sions from one or two hearings only, 
but a musician demallds something 
that gil;es him a resistana' against 
which he must exet't himself .. (134) 

Clarke's next essay, "Viola," pub

lished in Cobbett's Cyclopedic Survey 
of Chamber Music in 1929, is ol 
interest primarily because of me per

spective it lends to dle status of me 
viola in the early 20th cenrury. I did 
nor find it nearly as compeiUng as 
that on d1e Beed1oven quarters 
which exist very much today as mey 
did in her lifetime. The viola on the 
omer hand has experienced a 
dynamic renaissance of orr since 
these observations were penned. O ne 
musr remember that Rebecca Clarke 
was a woman of her rime and many 
of her observations seem quaint, per
haps even starding, by what we 
know of me instrument in 2006. 
Among her pirhier comments: 

Beethoven, who also at one time 
played the viola, did not write for it 
with quite the suave brilliance of 
Mozart . .. . Mendelssohn and 
Schubert were among the great com
posers who played the viola, but it 
has no rmusual prominence in 
/their} chamber music. 
Mendelssohn . . . looked upon it mol'e 
as a Bottom-like irrstnrment afford
ing comic reLief to his Puckish rneflS
um, though he also occasionally gave 
it a broad and expressive melody. 
.. . Schurnanrr, far more than either 
Schubert or Mendelssohn, grasped 
the emotional possibilities that Lie in 
the viola. Schumann's interest in the 
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viola is further shown in his 
Miirchenbilderfor viola and piano, 
a suite of melodious though not 
entirely effective movements, as well as 
in some pieces for clarinet, viola, and 
piano, called Miirchenerziihfungen. 
. . . In the hancls of a fine player 
nothing could be more beautifid 
than the viola parts designed by 
Brahms. (136-137) 

She discusses treatment of me viola 
by several composers, among d1em 
Dvorak, Reger, Schonberg, Bloch, 
Radnai , Bax, and the major 
English composers of the time, 
Dale, Bridge, Warner, Vaughan 
Williams, Bowen, Honegger, and 
herself. T he only performing violist 
she mentions by name is Lionel 

Tenis. ommenting on why 
sonatas for viola and piano were 
"few in number" and why that by 

Rubenstein had stood a.lmost alone 
up ro her generation, she writes: 

This is probably due to the foct that 
not marry viola players have ventured 
to leave the comparative obscurity of 
the string quartet for the rnor'f! search
ing derwmds of solos and sonatas. The 
tone of the viola is apt to become 
slightly monotonous in an entir'f! 
recital, as it has not as large or bril
Liant a range of tone-color as the violin 
or ceLLo . ... The fot:ure may still fimher 
bring out its possibilities, and, as long 
as it is content not to outstep its sphere, 
it may look forward to a cm'f!er of con
timted dignity and importance. (139) 

The Interviews 
T he published interviews also 
present Rebecca C larke nor only 
in her own wo rds, bu t her own 
spoken words. When reading the 
Robert Sherman, Nancy Uscher, 



and Ellen D. Lehmer interviews, please bear in mind rhar 

these are transcribed conversations with repeated phrases, 
redundanr words, and pauses which create a rhythm for
eign to most formal wriring and quire in conrrast to 

Iarke's written style. h will be necessary to read with 
one's ears as much as the eyes to catch the flow of the 
conversation-try to imagine yourself sitting in rhe room 
with Iarke and her guests and being privy ro all rhar is 
sa id. Clarke's speaking sryle-more English than American
reveals a woman of gentili ty, charm, grace, humility, 
intelligence, insight, and experience .. . to say nothing of 
eloquence. ominuing, in her own words and extrapolat
ed from the herman, Uscher, and Lerner interviews: 

Insight and Experience: Observations by Rebecca Clarke: 
On Paul Hindemirh as violist premiering the Walton 

oncerto for Viola and Orchestra:" ... Hindernith , obvi

ously, was the kind of player who was a fine musician , but 
didn't practice. And he was playing with practically no 
vibrato, and in a way that was quire different from the 
way Terris would have wanted to." (216) 

O n performing S honberg: "We did rhe Five Orchestral 
Pieces of chi:i nberg- rhey seem pretty strange even now 
and they seemed extn::mely strange rhen!" (2 16) 

n being one of eight women to play in the Queen's Hall 
O rchestra and the men's reaction: " .. . Yes, rhar was really 
quite a thri ll, because it was considered very, very strange 
to have women in a symphony orchestra. 1 remember the 
men were di gusted, bur then they were friend ly after we 
got in, you know [and they got used co usj." (214) 

On John Maseft eld, writer of The Seal Man, the poem LO 

which she wrote "her best song:" " . .. And after all, poets, 
their work is complete. And that somebody else fools 
around with their words doesn't impress them at al l." (2 18) 

On Pinchas Zukerman's appearance in a recording of ir 
hades ranford's Piano Quinter: '~d Zukerman, you 

know, played it marvclou ly and firred in marvelously. Ir was 
a little bit roo violin-ish .. . a little bit over vibrato." ( 193) 

On Anthony Trent, Iarke's male pseudonym: 

... f thought it's idiotic to have my name down flS composer 
three times on the program, I'll invent a name . .. . And I 
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took the name Anthony because I 
Liked Anthony and [put that piece 
down as Anthony Trent-and [the 
composition credited to him/ wasn't-! 
think-as good or any better any than 
the other- pieces of mine that were on 
the program . ... The Jimny thing 
was, the papers all paid much more 
attention to Anthony Tirmt than thty 
did to me . .. . After that, I just killed 
Anthony 7i'ent in a painLess way 
because he was of no further use to 
me, as I got better known. (204) 

[knew . .. :The depth of Rebecca 
Clarke's involvement with the Bri tish 

Musical Renaissance can be measured 
in part by the people with whom she 
worked. Here, again in her own 

words, are some of these people: 

I /..--new Walton fair!J well. 1 knew 
Arnold Bax very wel4 I knew 
Vaughan Williams very well indeed 
1've good a friend her-e [NYC} crtlled 
Veronica jacobs. Viola players get 
around (2 16-21 7) 1 studied with 
Lionel Te1tis, who was a very fine 
vio!tt player; the first real!J of the fine 
solo viola players. (1 09) 1 knew Suggia 
(PabLo Casals' consort}, 1 played in t l 
quartet with Suggia for three years. 
She was Portuguese . .. a very nice cot
League, you know, to play with. he 
was a wild sort ofwoman. (1 90, 192) 
I knew Rrwei foir!J welL (219) 1 never 
knew De/ius. (220) Oh, 1 knew 
[Gustav} Holst ·ve1y weLl. (220) 1 
knew a Belgian composer caLLed j oseph 
j ongen; did you ever hear of him? 
(221) 1 never met {Germaine] 
Tai!leferre. I never met Nadia 
Boulanger either. [ never met Elgar. " 

O ther Rebecca lark notes of inter
est: told Maurice Ravel's fortune 

(correctly) at a reception using a 
pack ofTaror cards given to her by a 
Hungarian. ( 178) Read Beethoven's 

Ninth Symphony ar sighr in a concerr 
because all rehearsal time had been 
given ro Schonberg's Five O rchestral 

Pieces. (2 16) Wrote program notes 
ro her Viola onata for Toby Appel 
i11 1977 when she was 91. (225) 
Married James Friskin when they 
both were 58, some thirty five yea1·s 
afrer they had met at the RCM. (22) 

Robert Sherman conducted rwo 
interviews with Rebecca Iarke, 
the first concerning Dame Myra 
Hess, pianist, close friend, confi
dant, and fellow student at the 
Royal Academy, and tl1e second 
with regard to her own career as a 
composer. Tr was a comment in the 
first interview, on February 25, 
1976, tl1at spawned the "mini
revival of interest in Clarke's 
music. Sherman asked whether she 
and Hess had ever performed 
rogemer. till discussing Hess, 
Clarke showed him a program 
which read, "Wigmore Hall , 
Rebecca C larke. oncert of Her 
Own Compositions. Ocrober 21, 
1925, Assisted By Myra Hess 
(165) ." In typical Iarke fashion 
and focus ing upon Hess, the fact 
that the concerr featured Clarke's 
own compositions was entirely 
incidental to the conversation. The 
point however was nor lost on 

herman, who, quickly returning 
to the conceiT, asked whether 
Dame Myra was in terested in con

temporary music. Clarke respond
ed in the negative bur added: 

She was a very fine sight reade1; 
and-as Fve said before-a very fine 

charnber rnusic player. A joy to play 
with. Playing my own things with 
her, [ hardry had to say a singLe 
thing, she knew at once. (168) 

T hus began the Rebecca Clarke 
mini-revival. 

T he second interview, conducted 
almost four monrhs to the day on 
JLme 26, 1976, features djscussions 
between Iarke and Sherman on the 

1919 Coolidge Competition, her 
sincere admiration for Ernest Bloch, 
her male pseudonym, songs, and her 
va1·ied reasons for abandoning com
position. 
ln Nancy Uscher's 1978 in terview 
with the composer, Clarke talks 
about some of the musicians with 
whom she worked, great and small , 
as well as a range of well-known 
composers. Uscher found her "a dis
creet observer, at the rime having 
outlived almost all her contempo
ra ries, reflecting and observing in a 
candid, amusing, often illuminating 
way." Many insights, idiosyncratic 
to violists, were shared, as was "the 
development of the viola's reputa
tion as an instrument and meir 

frustration with its oft-maligned 
starus." Clarke also briefly discussed 
her Gra11cino viola, her marriage to 

James Friskin, and her Cobbett arti
cle, "Viola." 

The 1978 and 1979 interviews 
conducted by musicologist Ellen 
D. Lerner, though in some 
insta nces redundant with infor
mation shared with Shennan and 
Uscher, expand upon her rela
tionshi p with other women com
posers, particularly Erhyl mith, 
and her 1976 re-debut on the 
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WQXR broadcast. O f rhe larrer 
and co nsi rent with rhc Iarke 
penchant for understa tement 
;~ nd self-depreca tion, Mrs. 

Friskin said : 

I had a marvelous notice i11 the (New 
York} Times, I think f told you, really 
ernbanrzssingly good, too good, much 
too good, and all nonsense anyway, 
saying that if I hadn't been a won'lfln 
et cetera, et cetera. (2 I 1) 

Conclusions: 

Early in the book Nancy Reich 
listed for very va lid reasons why 

Rebecca C larke had not been 
given rhe recogni tion she 
deserved: (1) she composed a rela

tively small (bur choice) body of 
work, most of which wa nor 
published in her li fetime; (2) her 

last work was composed in rhe 
1950s, though she lived on to 
1979; (3) perhaps, because of her 
dual citizenship, he fell between 
the cracks and wa claimed nei
ther by Engli h nor American 
scholars of women's history; and 
(4) she was nor a self-promoter, 
and, like many women, spoke 
deprecatingly of her own ta lents. 

There i lirrle ro add to Reich's 
observations. I feel rhat I know 

Rebecca Clarke better having re;~d 
this book and have a broader appre
ciation and insight, nor only into 
rhe Viola onata, bur her ca reer as a 
whole. One suspects that, with A 
Rebecca Clarke Reader, we have 
merely scratched the proverbial sur
face of a rare ralenr and a com
pelling personality who is not with
out contradictions. Most violists are 
aware that Bela Bartok probably 

would have fin ished his viola con
cerro had his lifesp;~n been even six 
weeks longer; conversely Clarke, 
blessed both with good health and 
length of years, three decades before 
her death reached a poinr beyond 
which she chose no longer to com
pose. Why? Many re.1sons arc sug

gested, i.e. , changing interests and 
time constraints, bur no definitive 
cause seem to emerge. Blaming her 

lack of recognition on being a 
woman in a lare-Vicrori~u1 man's 
world, while legitimate, is also con

venient. he freely admitted that 
she was a poor businesswoman but 
did nor seem co realize the extent of 
her self-dcprccarion, which is 
revealed rime <llld again in this 
book. However legitimate the rea
sons, the violist in me ponders whar 
might have been had this mar
velously creative mind been 
inclined ro write one or two more 
sonatas, perhaps a suite, orne songs 
with viola obbligato, and some 
chamber music in her mature years. 

In spire of all rhar has been writ
ten about her, ' Iarke remains 

enigmatic and there i much yet 
ro be discovered borh abour the 
woman and her music. Liane 

urns wnres: 

One other major piece of Clarke's 
writing is unfortunately stiff 
unavailable: her memoir "l had a 
Father, 1oo; or, The Mustatd 
'fJOon"' offirs brilliant insights into 

herfeelings about music and com
posing, as well as tracing her matu
ration as a profess;onal musician, 
and her "coming of age" m an 
adult. It continues to be withheld 
fiwn publication by her estate. 
Hopefully the legal diffirulties 

brtween the competing individuals 
representing the composer's estate 
and academia respectively will be 
settled and additional compositions 
and personal data made available 
fin· publication. (I 04) 

iven the apparent entrenched 
positions of each parry, this 
regretfully may nor happen soon. 

Notes: 

I. Published and released by T he 
Rebecca C larke Society, August 
15, 2005. 

2. Conrenr reduced and itali cs 
quoted from "Silenr 
Treatment" by Richard Byrne, 
printed in The Chronicle of 
Higher Education, July 16, 2004. 

- Dt: Dwight Pounds worked for 
six years with Women's Studies at 
Western Kentucky University. The 
first of thr·ee annual programs fea
tured Kathryn Plummer (viola), 
and Amy Dorfman (piano), who 
performed the Clarke Viola Sonata 
and the Bloch Suite, replicating the 
1919 Coolidge Competition pro
gram. The second concert was pre
sented by Christine RutLedge (viola} 
and Boyd jones (harpsichord) and 
the third by the Notre Dame Trio 
with Carolyn PLummer (violin), 
Christine Rutledge (lliola), and 
Karen Buranskas (cello). The fourth 
concert, featuring women composers 
.forn the Baroque, Rococo, and 
Classical periods, was presented by 
Ars Femina. D1: Pounds' lecture, 
The Contribution ofWomen to the 
Art ofthe Viola, was predicated on 
the careers of Kathryn Plummn; 
Kim Kashkashian, Patricia 
McCarty, and Karen Daine. 
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ALTERNATIVE STYLES 
DRIVE-BY VIOLA RECITALS 

Kttte Vincent, Nat Farny, David Feltner, and Katrina Wreede at venue with awning. 

By Katrina Wreede and 

D avid Feltner 

The Viola Congress does more 
than bring together interesting 
and enthus iastic violists from 
around the world. It also builds 
lasting musical friendships. David 
Feltner and Katrina Wreede mer 
at the Ithaca Congress many years 

ago (spending many happy meal 
ar Moosewood) and have been 
findin g performance opportuni
ties with and for each orher ever 

since, including perfo rmances fo r 
rhe New Hampshi re ompo ers 
Conference, King's Chapel in 
Boston, Rhode Island 's Stone 
Hou e lub, the Harkness 
Fesri val, workshops ar Bosron 
Conservatory and Berklee College 
of Music, and most recently, with 
David 's Chamber O rchestra of 
Boston and Drive-By Violas. 

Drive-By Violas is a projecr of 
Katie's, playing multiple viola 

music in unexpected and unusual 
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locations. Irs philosophy is ro 
encourage discussion of an 
music's place in modern society 
while creating an opporwni ry fo r 
bunch of violists to have fun 
hanging out and playing toge rher. 
T he hope is rhat people passing 
will consider: is live music perma
nenrly relegated ro conccn halls 
for the elite and educated, or can 

it be reintegrated, withour dumb
ing down, into everyday li fe? O n 
a more spiriwal level, Drive-By 

Viola is an arrempr ro compen-
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PUBLISHERS OF MUSIC FOR THE SERIOUS VIOLIST 

STUDIES 
ARNOLD 
Thr,•e Octave Seal.:~ anJ Arpcggim 

BLUME STENGAL 
Viola Sc;dc '!l•chniqu\.' Book l 
Viol<t Scale Tcchn1qu.: Book 2 

DAVfD 
24 Etudes for tht• lnt\.'m1eJJatl' v,olbt 

HOFMAN 
Mt:!oJ ,c Douhk·· top Stutlu.·s 

SEVCIK * p. 3 Forty Va nation. (1ncl. Piano Ace.) 
Op. 7 Prl.'p. SlliJi\'s m Tnlling Book l 
Op. 7 Pr.-p. tuJi\.'~ Ill Tnlling Book 2 

p. 9 Pr.:p. Studies in Double topping 
TARTINI 

A ' DER 0 * r-,JJlc · F<Tddle 
AR OLD 

lhMc Bach (StuJem PTcn·s) 
Bccthovl.'n' Be t (SlliJ,•m Pice.-~) 
CaJ .... n:a~ for Telem;Jnn Viola ConC\.'rtO m G 
Moz:1rt Miniatures (Student Piece ) 
The Young ViohM Vol. I (StuJcnt p,.._.ccs) 
The Young Violist Vol.2 (Student Pieces) 

BACH 
Source inC m1m>r 
Chrom<Ttic Fanta~\' Fugue 
ltali.m Concerto 
Pr,·ludlo ;~nJ Gavotte 

BARTOK 
Roumanmn D:mc\.'S 

BEETHOVE 
r:ur Elise 

BE )AMIN 
j;unaican Rumha 

BOCCHERI ' I 
Mus1c Box MuHil'l 

BOHM 
S.uaband.

BOROWSKI 
AJora t1on 

BRAHM 
Sclwr:o 

CHOPIN 
Nocturne fur V1ula 

CORELL! 
S~ rah:mdn , G1gn, l3<~dine ric 
Sonata# 12 Folia rou Vn ria:1on1 

DA CLA 
Carnl\':ll of Vl'niCl' 

DcBERIOT 
Scene J .. Balle-t 

DEBUSSY 
Chur<' Jl· Lunc 
G1rl Wnh the Flaxen Hair 
La Plu~ Qu<' Ll.'lll<' 

DVORAK 
RonwnCl· Op. II 
Sunatma Op. l 00 

ELGAR 
Chanson de M:~un & Chnnson d,· uit 
S:~lute J'amour 

FAURE 
Fanta~y 

FIOCCO 
Allegro 

FRANCK 
Sonat:lin D 

FRANCOEUR 
Sonata in A Major 

GERSHWIN 
"Porgy & Bcs "Fantasy 
Three Prclutlcs 

GLUCK 
Melotly from "Orfco" 

HANDEL 
Concerto 111 Bb 
Em. Queen ofShebn · 2 Viola~ P1ano 
Son:1t<1 in l3b 
Sonata 111 D 

HUBAY 
1-!cjrl.' Kau 

IBERT 
The Lutlc White Donkey 

JENKINSON 
Elfenl:II'IZ 

JOPLIN 
Maple L:afRag 
Pincflpplc Rag 
Solncc 

KREI LER 
Lc1bc~freud 

Lc'b'·~lc 1d 
PracluJ1u111 & All~gro 
Rccitativo & Scherzo Caprice 
Schon Ro marin 
S1cilennc & Rlgaudon 
KUCHLER 
Concertina in Style ofVivaiJi 
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sa te for random street violence 
with random street music. And an 
excuse for a bunch of violists to 
hang out and have being silly, 

something we do so well! 

Jn Boston, the four violists arrived 

at each location (a corner produce 
tand, a food court, a pedestrian 

over-crossing, on top of four pil

lars near a plaza and :H a bus srop) 
in form al attire topped wirh 
orange safety vests, put up a and
wich board explaining the project 
and also advertising for the 
Chamber Orchestra of Boston 
concert the next day, then played 
Katie's romposition, In Pmise of 
August Sundogs, rushing away 
before anyone noticed rhar rhey 

really were nor supposed to be 
there. Katie owns a traffic barr·i
cade for dangerous locations, but 

the performances in 13oston with 
COB violists Kare Vincent, Nat 
Farny, and David and Katie, were 

relatively safe-- except for annoy
ing some FOX network securi ty 
and production staff by crashing a 

Marge impson Mother's Day 
promotional event (with Marge in 
attendance along with a bevy of 
young women in bathrobes pass
ing out roses). At fi rst they 
believed the music was parr of rhe 
promotion, but the sryle and 
instrumentation probably tipped 
them ofr. Thar particular rendition 
of Sundogs had a lor of ex tempora
neous curs and an extra quick 
pack-up afterwards. The FOX guy 
in rhe black leather jacket wa 
kind of big and imimidating. 

The COB concert the ncxr day 
included Katie's What Goes on in 
the Ether for string orche tra, so 

the Drive-By event were des igned 
ro attract new audience members 

ro rhc ' OB concert, too. All in 
all , ir wa a very successful expres
sion ol art, social commentary, 
friendship, smarr marketing, and 
rhe joy of being violists together. 

The American Composers l~orum 
helped sponsor rhe Drive-By 
Viola project in Boston with an 
Encore Grant, designed to pro
mote repeat performances of 
under-performed works, pairing 
ensemble and composers from 
different stares. In Praise of August 
Sundogs was originally wrirrcn for 
a four-viola concert in Northern 

Califo rnia several years ago and, 
like much new music, was pre
miered and rhen srulfed in a file 

cabinet. The Encore Grant and 
COB crea ted an opportuniry ro 
resurrect it and usc it in new and 

different ways. T he piece makes 
use of prepared viola (foi l under 
rhe strings ar rhe nut ro imirarc a 

rambura drone), improvisation in 
parts 1 and 4, unusual percussive 
techniques, and a rarrle (one 
made of goat toenails preferably). 
Jr can range from 2-8 minute , 
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according performers' improvisa
tional incl inations and whether or 

nor rhey are coming for you. It 
will be available from MMB 
Music this fall. L 

DatJid Feltlm; violist and Musical 
Director of the Chambf'r Orchestrtt 
of Boston, also plays with the 
Boston Pops Esplnnade Orchestra. 

Katrina Wreede, violist and corn
pose~; teaches viola, jazz, and com
position in OakLand and in artist 
residencies around the country. She 
is a former member of the Ji.mle 
lsland String Quartet. 
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By Karen Ritscher 

Recently, l was having a lovely 

aru rday evening dinner at rhe 
New York ity West Side re tau
rant, Niko's with my friend and 

esteemed colleague, Greg 
Fulkerson. Mr. Fulker on is one of 
the mo r intelligent and rhoughrful 
people l know, as well as being a 
brilliant violinist and deep musi
cian. I was grateful rhar since it was 
ju r rhe rwo of us, we could indul
gently shop-ralk about string play
ing and reaching, without boring 
or offending any of our other 
friends or spouses. We were happi ly 
di cussing the amount of finger 
leading vs. reactivity to various 
strokes on violin and viola. At 
some point in our discussion, one 
of us made the deliberately dramat
ic ob ervation that "although reach
ing colle is one of the most useful 
learning rool we have, there are 

almost no practical applications!" 
Then, upon reflection over several 
week , I began ro question the 
veracity of that statement and have 
since realized that actually there are 
many more usefu l outcomes from 
working with cotle than one can 
consider in a short discus ion. 

Like mo r violin-viola technique , 
colic for the viola is essentially the 
same as for the violin, bur some of 
irs lessons may be even more 
important for violists in particubr. 
The difference of articulation for 
violin and viola seems to be rhe 

amount and speed of initiation of 
strokes and rhe amount of follow
through. Viola requires quicker, 
lighter springing fingers and partic
ularly on rhe C rring, a more verti
cal pinch. One needs to be able ro 
instantaneously wrap tl1e bow 
around the string and then, like a 
tarded bird, fly away! Nor only i 

colle helpful for clean artacks and 
clean projection in viola playing, it 
is also valuable for developing a 
warm and "gluey" tone. 

To review, the word coffl comes 

from the French for glue. ollc is a 
fin ger-initiated stroke. On the 
down-bow, the fingers move 

curved to elongated and on the 
up-bow, elongated ro curved. Ivan 
G~Jamian in Principles ofViolin 
Pl.ttying defines colic: "rhe bow is 
placed on the strings from rhe air 
and at the moment of contacr the 

rring is lightly bur sharply 
pinched. imulraneously wirh rhc 
pinch, the nore is attacked, after 
the instantaneous sounding of the 
nore the bow is immediately slight
ly lifred off the suing in prepara
tion for rhe next stroke .... It is in 
action, although nor in sound, nor 
unlike d1e plucking of the string, 
making as it were, a pizzicato with 
the bow." (74-75) While violinists 

emphas ize beginning and ending 
the stroke from the air, the ame 
stroke for viola can easily starr 
from rhc string as long as their 
knuckles arc accive and ready to 

spring. For all accented strokes on 
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either instrument, one fee l pres
sure on the bow before the arm 
moves. For accented strokes on rhe 
viola, one needs to ler the fingers 
react more w the arm "grabbing," 

as opposed co arm following finger 
initiation. Thi makes a huge dif
ference in the roundness and clari

ty of the sound in short strokes, as 
well as legato playing. 

Often in the initial execution of 
colic, my viola srudents arc able to 

find the bite of d1e attack, bur are 

unable ro Icc the tone ring a the 
bow "escapes" the resistance of rhe 
string. Because of rhc th ickness 
and slower reactions of viola 
strings, particularly rhe and 
the violi r needs to have more bal
listic or quicker knuckle reaction 
to the bite. 

A reachi ng technique that I have 
u ed to encourage waking up the 
fingers is the following: 
I. Place the bow on the string in 

the middle, with relaxed arm 
weight and the fingers alive and 
"ready." Let the arm feel the 

resistance of the string. U ing 
the fingers only, do a quick up
bow, bur then immediately 
move the arm down-bow. T his 
motion results in a dotted 
rhyrhm: sixteenth followed by 

dorred-q uarrer. 
2. Do the same rhing wi th the fin

gers moving down-bow (elon
gating ro the righr) wh ile the 
bow moves up-bow. 



3. Then only pretend you will play a 
cloned rhythm, but instead let the 

how spring down-how with a "pop." 
4. Do the same on the up-bow. 
A an aside- when 1 was a student 
ol Karen Turtle's, I asked her gen
erally about articulating; she 
answered, "there is no such thing 
as articulation, only the breath." 
However, like Primrose and other 
violists, she did emphasize having a 
reactive spring in the base join t 
knuckles. 

Another exercise char we have 
found useful for developing clarity 
and ring is the following exercise 
that we call the "burp" exercise: 

I . Engage bow on string. 
2. Let the finger catch the stri ng, 

sensitive to rhe vertical resistance. 

3. Then exert horizontal pres ure 

with rhe arm, unril rhe bow 
escapes the string, resulting in a 
ingle "burp." 

4. Try rhe carch or "burp" on all 
strings in all parts of the bow. 

This can be practiced wirh a part
ncr, keeping score. Tf one produces 
multiple "burps," rhe player must 

take a point. The player with rhc 
most points lose the round. 

In reaching the colic, ometimes 
problems may come up. One 
always needs ro make sure rhat 
the thumb stays relaxed, even in 
the elongated shape and that it 
never pushes the bow our and in 
but rather fo llows rhe fingers in 
the down and up bow di rection. 
Also, if rhe arm is nm naru rally 
pronated, with the radius bone 
leaning on the ulna, a good ring 

on the bite cannot 

RBP MUSIC PUBLISHERS 
occur. If the pinky 
tends ro slip off, a 
good suggestion is 
to rest rhe pinky 

on the ridge clos
e t to the player, 
not directly on top 
of the bow. 
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Working on co lic 

in the viola studio 
is beneficial for 
generally waking 
up and ensitizing 
the fingers and 
provides a quick 
right hand warm
up. Ir helps the 
student develop 
awareness fo r the 
different response 
times of each 
suing. It teaches 
rhe brain to feel 

out small muscle movement and 
learn when to u e it and when to 
let the fingers respond ro rhe arm . 
To develop all staccaro ~macks and 
especially the marrcle, one must 

be able to produce a good bite. 
tudying co lic also helps ro devel

op good core- ound contact in 

legato playing and to gain under
standing of rhe balance of all parts 
of the bow. Even in thrown 

trokes such as used in the spicca
to excerpt from Mendelssohn's 
Midsummer Night's Dream, ir is 

usefu l to practice each passage as 
co lle. Then when one goes back 
and plays rhc passage with a rrue 
spiccaro, more clarity and round
ness results in rhe sound. 

fn conclusion, rhc co lle is one of 
rhe most helpfu l techn iques we 
have in ou r reaching arsenal. 
Viola , due ro its slower rcspon e 
because of its acoustical imperfec
tions as well as thicker rrings, 
needs help in clarity and projec
tion. In order to make a beautiful 
sound, relaxation rends ro be per
haps overvalued, resul ting in quire 
wonderfu l players who sound roo 
mushy in a ha ll . A thorough 
investiga tion of colle serves ro 
develop the dynamic clarity, as 
well as rhe voluptuous sound rhar 
all performers are seeking. £ 

- Karen Ritscher is Associate 
Professor ofVioLa at the Oberlin 
Conservatory a11d artistjn.culty at 
the Heifetz InternationaL Music 
Institute in Wolfeboro, New Hampshire. 

'he is active as a chamber mwician 
and performs and records regularly 
with the Azure Ensemble. 
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MODERN MAKE RS 
THE CONTEMPORARY VIOLA' S jOURNEY 

INTO MAJOR QUARTETS 
By Eric Chapman 

Musicians, both professional and 
amateur, are becoming increasingly 
comfortable with the musical and 

financial benefi ts of performing on 
contempora~y instruments. Lionel 
Terris wa~ perhap d1e first ro make a 
di tLncr impact on musician's artirude 
toward new instruments when he 
developed his own model viola with 
English maker , Arthur Richardson 
and Wilfred aunders and aggressive
ly endorsed d1eir work. Richardson 
made his firsrTertis model in 1937 
and over the years made more d1an 
100. William Primrose championed 
contemporary makers wherever he 

could and in 1950 was d1e only non
Tertis pupil to participate in a special 
concert ina·oducing Terris' latest 16 

3/4" model. ln addition, Primro e 
played many concerts on a beautiful 
viola by Will iam Moennig Jr .. At d1e 
1979 Viola Congress held at 
Brighan1 Young University in Provo, 
Utah, Primro e meticulously played 
every new viola lll the V A exhibit. 
Late in his life, he played primarily 
on a conremporruy Japanese viola. 

Recognition of d1e quali ty of con
temporary instrwnenrs has been slow 
to develop through most of the 20d1 

century. Players have been raughr to 

"fear d1e unknown" of how in tru
menrs might develop, and major vio
lin dealers have been slow to endorse 
modern instruments where Lhe profit 
margin wmJd be less. Once Terris 

and Primrose established the viola as 

a solo insrrumenr d1mrgh, the lru1d
scape began ro change. With the 
crafts revival of the 60s and 70s in 
full swing, violin making emerged as 

a major movement. 

In 1972, the Violin Making chool of 
America in alr lake City, was found
ed by Peter Prier in 1972. T hree years 
later, d1e Kenned1 WruTen School of 

violin making, now known as d1e 
Chicago chool ofViolin Making 
enrolled its first srudems. A few years 

later, the North Bennett trcer Sd1ool 
in Boston joined the dub. American 
violin making began to hit its srride. 

Wirh the founding of the 
American ociery for the 
Advan ement of Violin Making 
(now the Violin Society of 
America) in 1973, makers now 
had a major support system At 
the International Viola ongress 
in Ypsilanti , Michigan in 1975, 
the VSA began irs internat ional 
competitions, this first rime only 
for violas. Two now wel l-estab
lished American makers, David 

Burgess and David Wiebe, were 
among the charte r medal winners. 

Lud1iers now had a forum that 
allowed rhe top craftsmen to emerge, 
while player could easily access these 
rop makers who might create a con
cerr instrument fo r them. 

Satisfying a top performer with a 
solo insuumenr poses stiff challenges 
fo r any maker. Satisfying d1e player 
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and three other members of a quar
tet compounds d1e complexity of d1e 

de ision sending it to a new level. 
When a brand-new instrument joins 
a world class quartet, it becomes aJ1 

evenr; with violas, ir now happen 
wid1 increasing regularity. 

The 'hanghai Quru·rer, one of d1c 
world's finest young quarters accepr
ed an invitation ro serve as tone 
judges ar rhe YSA lmernational in 
2004. While the task of playing ru1d 
evaluating 48 cellos, 85 viola , and 
182 violins is daunring a~ well as 

physically fatiguing, the quru·rer 
accepLed the challenge and spent 
four days sLraighr judging instru

ments eight hours a day-an experi
ence which would be rermed price
less by M:tstercru·d. O ur of that 

pro ess, the quarter emerged wid1 
three brand-new instruments that 
are now the regulru· insuumenrs of 

the quartet. The Gold Medal viola 
by Nicolas Gilles was the choice of 
Honggang Li. Based on the contral
ro violas of Andrea Guru·neri, the 
in trument seemed ideally suited ro 
d1e player and d1e composite sound 
of the quartet. There was only one 
problem-Lhe instrument had been 
sold prior ro the competition. 
Having fuith in the maker and the 
model, he commissioned a11 exact 
copy dm joined the quarter in 2005. 

Jonath<m Bagg, violist of d1e hiompi 
Q uarret at Duke University and 
John Largess, violist of the Miro 
Quartet in residence at rhe 



University ofTexas, selecred 

1ecchler model violas by French 
luthier Frank Ravatin . Through rhe 
kindness of av id mu ician and 

ACMP board member arts Dr. 
Mark Furrh ofChapel H ill , Nord1 

arolina, Ragg had access to Or. 
Furm's Ravarin viola.This provided 
the inspi ration for the commission 
of a 16 3/4" Tecchler, which imme
diately joined me quarter. T he 
Miro Quartet was d1e beneficia1y 
of an entire quarrer of R..wa tin 
instruments, commissioned for 
their use hy Dr. Furth. T he viola 
model selected by John Largess was 
again a Tecchler model that, like 
other Ravatin instruments, offers a 
refi ned and powerful sound. 
Hearing four Ravatin insrrumenrs 

play Beethoven was quite an expe
rience not easily forgotten and cer
tainly inspired debare about the 

virtues of a homogeneous sound 
from a quartet. 

Hiroshi Tizuh, a two rime VSA ,old 
medal winner, works in Narbed1 , PA. 
His violas, particularly what he refers 
to as hi.s "viola d'amore" model, are 
in d1e hands of many prominent vio
lists. Before he retired to laund1 a sec
ond career as an artist and painter, 
Emanuel Vardi, the only violist ro 
record all 24 Paganini Caprices, was 
connected wim d1e sound of his 
lizuka as is Professor Jeffrey Irvine at 
rhe Cleveland Tnscirure of Music. 

In L995, Tizuka made his 17" 
viola fo r a cl ient who ul timately 
found it somewhar large. T he 
instrument was returned to the 
maker for resale. Who should be 
in rhe shop bu t Guarneri violist 

Michael Tree, who adopted it 
with open arms and put away his 

great ltalian viola by Venetian 
maker Domenico Busan. What 
better spot fo r a maker to have 
placed an instrument than in the 

uarneri Q uartet! 

Violin maker Geoffrey Ovington, 
best known fo r his violas, works 
in Shu han, NY and is the only 
maker known ro this author who 

also served as the Mayor of his 
town. vi ngton violas can be 
found in some very prestigious 
places. T hree viola are in the 
Vienna Philharmonic. O ne of 
Ovingron's violas is in rhe hands 
of Franz Schesslof of the Joachim 
Koerchet uartet based in 
Mu nich. Made in 1982, the 
instrument is inspired by the 
Gasparo da alo fo rmerly owned 
by Louis Kievman. and measures 
15 I I I 16". Like rhe original, the 
sound is both compact and sweet. 

Sam Zygmunrowicz, a V A old 
Medalist, graduated from the 
Violi n Making School of America 
in 1980. Followi ng a number of 

years of employment ar Jacques 
Franc;:ais Violins in New York, he 
established his shop in Brooklyn 

where he has made instruments 
fo r many fa mou cl ients including 
fsaac Stern , Joshua 13ell , and 
Walter Trampler. Instruments by 
Zygmuntowicz have been in the 
world renowned Emerson Quartet 
for many years. Violinists Phil 
erzer and Eugene Drucker played 

his instruments along with cel list 
David Finkel. For a rime the hold
our was violist Larry Durron, who 
was qui te happy wid1 a great 
Italian viola from rhe Mantegazza 
fmily. T hat viola was 17" and had 
a long string length with squared 

off shoulders. Zygmunrowicz 
designed a viola around the 
Mantegazza concepts, particularly 
the arching bur shortened rhe 
body length and the string length 
and created a more sloped shoul
der, all of which increased the user 
fr iendly a peer of rhe instrument. 
The viola joined the quarter in 
2003 and now shares playing rime 
with the great Italian instrument. 

World class mal<ers and a major 

quarter will come rogemer again at 
the 2006 VSA lnrernation ;~ l compe
ti tion in Baltimore mis November. 

Q uartet judging will be done by rhe 
Audubon Q uartet, which has 
endured both a gut wrenching 
break up and subsequent law suits 
that fo rced the present quartet 
members to sell d1eir instruments in 
order ro atisfy the court ordered 
financial senlemenr. While the 
quartet's instruments were pur
chased by a patron kind enough to 

loan the instruments back ro d1e 
respective quartet members, such a 
solution to d1e instrument problem 
may only be temporary. Given d1e 
experience of me Shanghai Q uartet 
(who will return again to judge at 
the 2008 VSA), there is reason to 
hope mat d1e Audubon Q uartet 
will have similar luck finding grear 

contemporary concert insrrumems 
at very attractive prices. 

In Toby Faber's recent book, 
tradiva ri 's Genius, rhe aurhor 

offers a portrait of Stradivari as the 
greatest maker in history. In 
answer to rhe question of continu
ing d1e master' legacy, the author 
turned to Chearles Beare of 
London, gener;~ lly acknowledged 
as the world's leading aurhoriry on 

J O RNAL 0 1· T H E A M E Rl JAN VI L /\ 
42 

I ETY 



violins. Faber sum up Beare's view of the trend 
toward quali ry in violin making: "Twenry-flve yea rs 

ago, Charles Beare saw lurhiers snuggling to match 
Vuillaume, let alone rhc grear Cremonesc craftsmen. 
Now he thinks that standards are finally approaching 

what rradivari and hi conrcmporaries achieved." 

O ne day, Faber wri tes "supplies of the great classical 
violins wi ll run out. We need a new Srradiva ri ." Many 
contemporary makers will be vying for char covered 
ride. As one can hear in many of roday's well-known 
string quarters, he instruments of Ravarin, Burgess, 
Tizuka, Zygmunrowicz, illes, and Ovington arc 
knocking on that exalted golden door. 

- A founder and current Board member of the Violin 

Society of America, Eric Chapman owns Eric 

Chapman Violins, fnc. in Chicago and serves as Vice 

President of the Chicago School of Violin Making. He 

has been commended for distinguished service by both 

the AVS and the V: A. 

The History of the Viola 

Volume I and Volume II 

by 
Dr. Maurice W. Riley 

To order, contact: 

George Maurice Riley 
12301 Harbour Circle 

Ft. Washington, MD 207 44 

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

Gviolinriley@msn.com 
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ORCHESTRAL TRAINING fORUM 
FoR CouNTING OuT Louo! 

by Stephen Wyrczynski 

In our preparation of rhe familiar 
viola excerpts, we are ofren con
fronted with rhe common plateaus 
and impediments. We must never 
lose sight that in reworking these 
musical fragments we musr capture 
rhe artistic essence of rhe larger 
work. T he usual focus of our prac
tice is intonation, dynamics, pul e, 
and rhythm. While bringing 
rogerher arrfulness with our techni

cal means is the goal for all of US, 

pulse and rhythm galvanize these 
elements in to a coherenr whole. 
T his becomes especially challeng
ing during a rressful audi tion siru
arion where su cess or fa ilure 
determines our livel ihood. 

Pulse and rhythm are the funda
mentals of musical rime, and their 
exactness is a cornerstone of a suc
cessful audition. This is one of the 
ways an audition commirree deter
mines wherher or not an applicant 
would be able to play with an 
ensemble, be it large or small. T he 

challenge for us i to choose and 
keep a pul e during any given pas
sage or movement, nor only in a 

practice room bur especially 
throughout an audition. 

T he fi r t roo! of 
choice utilized fo r 
audition prepara
tion is the 
metronome. It can 
be very useful in 

learning a particular passage or 
movement. Its loud cl ick and 
blinking light keep ou r rempo 
steady and distills exact rhythmic 
passages. Even in the final stages of 
practicing, ir can be used ro rea lize 
a metronome marking given by a 
composer or help us increase a 
tempo one cl ick at a time. The 
problem happens when it i per
fo rmance time and our metronome 
is no longer avai lable. 

The mosr reliable help we need to 

make our pul e rock solid is righr 
under our no e . Try counting our 

loud while playing! This is some
thing pianists do and it is a mystery 
why string players do nor. Ir is rhe 
surest way to develop consistency in 
keeping an Lmwavering pulse and 
good rhyrhm during practice. T his 
mc.1.11S actually saying out loud (and 
I do mean OUT L UD) the bears 
in a measure. T his will seem qui re 
difficult at first because it is a 
learned skill and must be practiced. 
Over time when it get easier to 
speak and play at the same rime, 
one can reduce the volume of one's 
voice to a whisper. Ulrimarcly jusr 
mouth ing or moving your tongue is 

enough ro exact a precise beat, espe
cially when you need it mo t during 

the early stages of ExampLe ! : BerLioz- Roman Carnival Overture 
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pressure situation . Be advised rhat 
th is doe require some patience and 
short curs do not achieve rhe same 
go<~ l s. You will sec im mecUaLely 
when you are counting our loud the 
area where you are prone to erratic 
tempo changes. 

hoosing a tarring tempo for a 
particular excerpt is something thar 
we spend a good amount of rime 
considering. O nce we begin the 
piece, our mind becomes di traer
eel wirh al l sons of other technical 
concerns <~ nd we lose our temporal 
bearings. I am going ro discuss 

fou r passage where the e tempo 
lapses are chronic. I have witnessed 
many a succe sful audition where 
the pulse is lost in these places. 
lntere tingly, these spot occur 
either right before or righr afrer a 
technically intricate passage. 

The Rornrm Cnrnivnl Overture by 
Hector Berlioz is a selection chosen 
ro highlight a player's abi li ty to 
produce a beautiful rone and navi
gate the nuanced dynamic indica
tions. The viola section solo begins 
at rhc key change in the third bar 

afrer rehearsal # I . ounting our 
loud while pra tieing this entire 



passage is advised not only for rhe 
rempo consistency but also ro 
make ure your dotted-eighth six
rcelllh norc rhythms arc precise. 
The problem area in rhi excerpr 
in rega rds to keeping a pulse ran 
rwo bars before #2 leading into 
the two-and-a-half bear held E 
nore one bar before #2 ( ee 
example I). This held E is never 
sustained long enough. f>erhap it 

seems li ke an eterni ty after playing 
the seven sixteenth norc.~ righr 
bdorc::, the most active parr of th is 

olo passage. As soon a you sra rt 
ro play rhe E you musr coliiH out 
loud in a subdivided bear until you 

release rhe E afrer rhe fifth eighrh 
nore (1 -and-2-and-3-0FF). 
Continue over rhc res t and count 
in the regular quancr norc pulse. 
SyrnpiJo11y #6 by Peter Tchaikovsky 

j URNA 

fcarures the viola quire prominently 
in the first rnovc;menr. The enrire 
flrsr page and a half needs carefu l 

attention to avoid chronic rushing. 
The most troubled area for main
tain ing an honest pulse is at 
rchearsallcrter B (Sec example 2). 
Tt is this humble rest that frequent
ly gets shon-d1anged. In the previ
ous bar we get so consumed with 
executing our altando bow stroke, 
first ar pianissimo then at piano, 
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that we forger ro properly counr 
the rests for rwo and one sixteenth 
bc;JtS. 1 suggest playing ir tn<my 
times counring our loud during rhe 
salrando passage and including the 
measure after rehearsal letter B. 

Symphony #35 by Wolfgang 
Amadeus Mozart poses the same 
problems with rest counting as rhe 
Tchaikovsky symphony. In alrno r 
eve1y case after an octave is played 

: t ETY - - -----



Example 3: Moza1·t- Symphony #35, I st mvt. 

Example 1: Mozart- Symphony #35, 4th mvt. 

in the first movement theme, the 
fo llowing rest is nor given full 
value. T he real problem measure 

finally appears at eight bars before 
rehearsal letter B ( ee example 3). 
After negotiating all of the trills 

and octaves for practically the 
entire exposition, we are confront
ed with almost a four bear rest. 

This rest always seems inter
minable. Take your rime here, 
count four steady beats, and secure 

your bow fo r the next passage. In 
the fourth movement the problem 
is similar. T he opening eight bars 
arc precarious as is rhc return of 
rhc theme [fifteen bars after 
rehearsal letter D] (See example 4). 
Measures five through eight are the 
simplest yet the most treacherous. 
Here the pitch stays the same and 
so must the pulse. When per
fo rmed in auditions, rhe rests 
berween and after the A notes 
often become compressed. Make 

sure you finish the A in a steady 
bear before you rush off ro the 

eighth note passage. 

Often rhe most difficult moments 
in music are the rimes when we are 
doing the least. lt is ar these junc
tures thar our concentration must 
remain at the highest intensity. 

ounting our loud while you prac

tice these passages forces your 
brain ro mul titask on an active 
level. It is your internal tempo 
gauge being brought ro the fore. It 
has advantages over metronome 
use since you can access it at any

time. The more you completely 
engage your personal resources 
during your playing, the more suc
cess you can expect to have in 
stressful situations. Counting while 
playing is a skill that can see you 
through to your practice and audi

tion goals. 

LUME 22 NUMBER 2 

47 

., 

- Stephen Wyrczynski has been t1 

member of the Philadelphia 
01·chestm for 15 seasons. He is on 
the faculty at the Peabody 
Conservatory in Baltimore and the 
Aspen Music Festival in Colorado 
where he teaches both private Les
sons and an Audition Seminar for 
Viola Orchestral Excerpts. He has 
also taught viola orchestral reper
toire at the Curtis Institute in 
Philadelphia and at Mannes 
College in New York. 
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FRESH FACES 
THE DELECTABLE TALENTS OF jOHN LARGESS 

By Lembi Veskimets 

In what way is listening to a per
formance of the Mir6 Quarter like 
eating a fresh croissant made from 
scratch? This is question rhar makes 
ense afrcr getting to know John 

Largess, violist of the award-winning 
string quartet. Ar 16, Largess spent 
17 hours "roUing and fold ing and 

resting chilled butter and dough- all 
for 15 fantastic li rde pastries," only 
to have them eaten in five minutes. 

In d1e same way, the chamber music 
rh:~r one gers ro hear his quartet per
form on stage, described by one crit
ic as "ravishing," is me ephemeral 
product of much preparation and a 
great many behind d1e scenes skills 
(beyond pamy-ma.king!). 

!laving only begun d1e viola at age 
13, L·ugess prepared for a li fe in 
music as well as the possibili ty of a 
different career altogether. Though 
be attended rhe prestigious Curtis 
Institute of Music, he went on to 
ea rn a BA degree in Archeology 
from Yale University. In addition to 

acquiring a background in Greek 
and Latin Literature, he entenaincd 
d1e idea of becoming a lawyer along 
the way, roo. His aptitude for aca
demia led him to present a lecture 
eries at the 2004 Banff 

International String Q uarter 
Competition (which he will also do 
in 2007) on such topics as The 
Radicalism and Long Historical 
Shadow of Beetho·ven, Musirnl 
Reactionism in the Twentieth Centu~y, 
and The Rhetoric of Cfnssical Style. 

This is, however, merely a "side 
dish" ro the primary course his li fe 
rook when he cho c the viola. A 
student of uaneri quartet violist 
Michael Tree and former Principal 
Violist of the Los Angeles 
Philharmonic Heiichiro O hyan1a, 

Largess experienced born the chanl
ber and orchestral worlds in his first 
foray as a professional. He had rhc 
chance to fi ll in for the violist of the 

olorado Quarrer while she was on 
materni ty leave and rhen he won 
d1e position of Principal Violist of 
d1e harleston Symphony. It was in 

harleston, says Largess, mat he 
grew d1e most as a player, learning 
ro sound his "absolute best" under 
all circumstances. T his toughness 
came in handy when he traded in 

his salary for the opportunity to 
join a budding young quarter about 
ro hi t rhe competition circuit. 

Though two of d1e member of the 
quarter were sti ll in school and rhc 
dlird was all of 19 years old when 

Largess spent d1ree days playing a 
trial with them at Oberlin in 1997, 
he "had a really good idea of what 
'OULD happen wim mat group." 

What did happen was mar d1e 
Mir6 went on ro win first prize at 
d1e 1998 Banff International String 
Q uar·tet ompetirion <llld the 2000 
Naumberg hamber Music Award. 
Largess is me fi rst to admit d1ar it 
rakes some luck and behind the 
s enes work to turn me dream of 
playing srring quarters for a living 
in to a reality. In his own words, 
" omperirions and pri1..es do very 
lirrle for your car·eer, except getting 
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a smaller sub-set of professional 

and afficionado talking about you -
- nor bad, bur no 'winners tour' 
launches a string quarter career 
these days." What was of value, he 

asserts, wa rhe group preparation 
the competition required. Also, 
this was a group, which, as Largess 
emphasi1..ed, "showed up ro EVERY 
audition in the early year and 
played EVERY gig we were offered, 
regardless of how liule ir paid." And 
whereas orchestra have staff who 
rake on the "schmoozing" aspects of 
d1e bu ines , a quarter player spends 
a lot of rime socializing wid1 presen
ters and audience members ali ke. As 

Largess points our, "If you arc nor 
extroverted, friendly, and excited to 
talk with everybody about why you 
love what you do, you won't make 
ir in th is business." A tu rning point 
c une when ICM Management 

signed rhe quarter to irs roster after 
a private audi tion. Touring is differ
ent now (involving hotels and 
flights and sometime , fa nrasric 
restaurants) since me early days 
when mey played a series of on
cerrs on the banks of me Colorado 
river after rafting rhrough rhe 
Grand Canyon fo r 30 miles a day 
and setting up their tent for the 

night. Being a group willing to try 
anything also endeared the Mir6 ro 
T aac Stern. L1.rgess reveals that 
starring Schubert's Death and the 
Maiden up-bow was ar1 unconven
tional idea of Stern's d1at they 

adopted, for instance. They worked 
with the fa mous violinist at the 
"Jerusalem Chamber Musi 
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EncOLmters" and found their playing improved under his rute
lage. Stern in turn felt a part of their su ces.~ and arranged for 

the quarret to perform at Carnegie Hall. The Mir6 then ended 
up in the PBS documenra1y on tern's life. 

Lu·gess believes that the relevance of rhe string quartet lies in 
irs communication of a living tradition. Living nor only in 
the quarter's 20/21 st cennuy repertoire, today's groups devel
op interpretations of work~ of Brahms and Bartok informed 
by knowledge passed on from reachers and mcnrors, sud1 as 
the Juilliard Quarter. Sud1 mentors either knew those com
posers or worked with an earlier generation who did. The 
Mi.r6 Quartet worked wid1 composer George Crumb before 
recording his Black Angels, one of the avant-gardc composer's 
best-known works, written for amplified string quartet. 
Notable fo r irs use of unusual timbres and extended tech
niques, Largess discovered d1ar Crumb wan red "clarity and 
color and Mozarrean derail wirhjn a huge dynamjc/emotional 
range -- all in a my tical sound space." Of course, part of d1c 
appeal of hearing a specific qu~U'tct perfonn live is to experi
ence d1e personality of rhe group. ln his view: "T d1ink it 
would be accurate ro describe all four of us as 'extroverrcd' 
personalities. We have a LOT of energy on stage." Largess 
enjoys and is well-practiced at speaking to audiences from d1e 
srage. He finds that d1is helps to "break the icc" with an audi
ence who might be inrimidared by the works to be per
formed and allows him to reveal his persoml feelings abour 
d1e music. Education in d1c form of residencies and presenta
tions, to &'ly nod1ing of rhcir jobs reaching at d1c University 
ofTexas at Austin, is csscmial to rhe quarter's ca reer. Largess's 

contribution to this is especially notable as he directs d1e 
chan1bcr music program at d1e University in addition to 
writing the quarter's educational script~ and proposals. 
Having done ourreacl1 concerts all over To(a~. he i happily 
discovering char the srate's string in rrumenral progrllillS arc as 
big as the "dist.'UlCCS, cars, and hair" of d1ar stare. 

Whether influenced by his dedication ro Frend1 pasny or nor, 
John L:u-gcss plays a 2003 16 5/8" instrument by French lurhi
cr Franck Ravacin, who was commi ioncd to make a marched 
set for rhc whole ensemble. "It was exacdy what I requested- it's 
based on a Teccl,ler in d1e Cite de la Musique in Paris- and is 
practically indestructible on tour." What is not in doubt is d1at 
La1-gess turns whatever he toucl1es into arr, whether it be musi
d conversation or conversing wirh an audience. 

- Lembi Veskimets is a member of the Cleveland Orchestra 
and also serves on the board of the AVS. 
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NEW Musrc REvrEws 
This colurnn features recently corn
posed works for Vio la and Piano. 

Biography (a sonata for viola 
and piano) (2006) 

l. hildhood: imple 
IT. The Calling: Andante 
111. Bridges 

Di fficul ty: Level 4 
Duration: 19 minutes 
Dedication: Laura Brenner 

By Robert Kerr (b. 1966) 

T his refreshing work is written 
with trier ronaliry throughout 
and is eas ily access ible fo r the 
everyday listener. The fl avor of 
this work reminded me of some 
popular American-sounding 

choral wo rks I learned in my 
high school years; as it turns out, 
Kerr has written several choral 

works published by Alfred , and 
has also written music for 
Universal Srudios and Walr 

Disney World ompany. I 
always wondered why we don't 
have more insrrumenra l works, 
especially viola solo works rha r 
are written with this musical 
sryle, and it seems that Kerr has 
helped to fi ll this void in our 
repertOire. 

This work is for the most part 
fairly sight-readable, and 1 would 
have given it a difficultly level 3 
if it weren't for the rare double 

stops and the passage which goes 
up ro a high-D (above rheA har-

monic, first parrial). T he work 
begins in a very simple "na'ive" 
manner with a viola solo which 
sounds like an English lolk rune, 
however J don't believe iris a 
quore of any preexistent rune. 

T he piano then enters wirh irs 
rolling fi gures, maintai ning a 
strict 4/4 meter throughout. T he 
second movement is slow Theme 
and Variations (3 tota l) inspired 
by Beethoven. T he rhemc of this 
movement does sound 
" Beerhovencsquc" and is very 
pleasant. Each va riation uses a 
consistent rhythmic pattern rhat 
increases in speed with each fol
lowing va riation (Var. 1 wirh 
eighrh nore rriplcts, Var. 2 with 
16th notes, and 

After listening ro the D of the 
world premiere perfo rmance, I 
couldn't wair ro give this move

ment a run-through lor myself 
T he rhrcc movements make lor a 
somewhat eclecric coupling fo r a 

3-movement sonara, however a 
varied as these movements are, 
rhe composer's personality is 
main tained throughout and as a 
whole makes for a very charming 
new work. 
T his piece is available di rectly 

through the composer at: 
Roberrkerr@cfl . rr.com 
(407)625-2725 
Soundfl le available at: 
www. myspace.com/lau raj bren ncr 

Va r. 3 with 32nd 
no res) . The last 

movement 
Bridges was my 
favo ri te move-

MUSIC AT RUTGERS 

ment, and rhis 
movement has a 
popu lar, "Disney-
like" feel ro it. Ir 
. . . 
1 wntten 111 a 
quick 3/4 meter 
and is wri rrcn 
with very jazzy 
sounding synco
pated rhythms, 
omcnmcs 

accenting the 
"and" of beat 2, 
giving rhe music 
a temporary fee l
ing of being in 
two. 
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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 

I Mason Gross 
School of tho Arts 

------------ Y O L U M ~ 22 NUMBER 2 
51 



Sonata for vio la and piano 

(1999) 

Allegro con brio 
Modcraro 
Dances 

Difficul ty: Level 4 
Duration: 17 minutes 
Dedica tion: Paul Palmer 

By Mary Alice Rich (b. 1955) 

T his sonata also maintains finn roots 

in ronality and is always pleasant to 
listen to. The fir t movement alter
nates between parts with fust, driving 

syncopared rhythms and parts with 
longer lyrical lines and roll ing piano 
accompaniments that arc somewhat 
evoking of aim- aens. The ftrst 

PETER ZARET & SONS VIOLINS, INC. 
1-888-VIOLIN2 (84 6 -5462) 

5767 Mayfield Rd., Cleveland, OH 44124 
email: pzaret@concentrlc.net 

movement is written in a strict 4/4 
meter and d1c viola parr stays mosdy 
in fi rst po irion, only venturing up to 
the B-Aar (just above the first parrial 
harmonic on the A-string) on one 
occasion. The second movement 
begins with a beautiful piano intro
duction which is then imitated in d1e 
viola entrance::. The chord progres
sions in the movement are gorgeous 
and ometimcs very unexpected and 
poignant. The ending was a ljtde bir 
sudden and it lefi: me wishing I 
could hear some of the earlier materi
;J aga in. Trus remark is nor a criti
cism, bur a compliment to how gor
geou the earlier material was. The 
highest nore of the sonata happens in 
d1e third to last bar of this move
ment (the D jusr above d1c first par
tial harmonic on the A-string), whid1 
gives d1e impression of the move

ment floating away in to the heavens. 
The third movement is probably d1e 
most compositionally interesting as it 
is comprised of a series on dance 
forms that come from highly varied 
sow-ces in music history sud1 as the 
Walrz., the Gavotte, the Mazurka, 
and d1e Beguine. The work as a 
whole is written in a much more 
serious manner than the aforemen
tioned Kerr. Bod1 the viola and 
piano parts arc well-written idjomati
cally, and d1c piece is pretty straight
forward for the most part and wi ll 
probably come together very quickly. 
This work is highly recommended 

for anyone in terested in diversifying 
rheir recital rcperroire with a fresh, 
new, rarely-heard work. 

T his piece is ava ilable through: 
Fountain Park Music Publishing 
2728 Asbury Rd. #207 
Dubuque, lA 52001 
(563)690-0 151 
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Homage a Erik Satie for viola 
and piano (1972) 

Difficul ty: Level I 

Duration: 2 min utes 

A Piece in Popular Style for 
viola and piano (1940) 

Difficulty: Level 4 
Duration: 3 minutes 

By Alan Shulman (191 5-2002) 

As I was seardung on d1e internet 
for a picture of Alan Shulman to 
include on my WebCT Vista 
resource site for my viola studio 
(where I have numerous viola 
recordings for my snrdents to hear), 
I ran across d1e official website for 
Alan hulman maintained by his son 

Presenting . . . 

Jay hulman. My curiosity drove ro 

look over the complete listing of 
works by Shulman hoping I might 
find viola music by him in addition 
ro rhe famous Theme and Variation 
for viola and orchestra, which seems 
ro be his most popular work. I was 
delighted ro find d1e two above 
menrioncd works as well as a Suite 
for SoLo Viola ( 1953), Variations-
1984 (1981) for Viola, Harp and 
String;, and Two Episodes for Vioh 
Quartet (/978), all of which I will 
probably review at a later dare. 

The Harnage n Erik Satie is a 
shon curious litde work written for 
viola or cello and it begins in con
tour very similarly to arie's 
Gymnopedies No. 2 with rhe triple 
meter and the low bass note on beat 
one and the treble half note on bc.'tt 

The perfect encore piece for 
your next recital: 

"Fiddl Faddle" 
by Lcr y Ander on 

Arranged ~ r Vi la & Piano 
b Alan Arnold 

Pri ce: $~.95 

f\\·ai lnhk from: 
www.viol.tworldpublicat inns.com 

o nmct us ar: 

IJ 

two. The harmonies arc very French 
ounding, bur very different as is 

rhe melodic line given to rhe solo 

player. The viola version is extreme
ly ea~y to play and leaves first posi
tion only once for rhe G in third 

position on rhc a-string. The cel lo 
version keeps the same range as rhc 
viola, making it being played an 

octave higher than in posicion rhan 
it would be on rhe viola. This piece 
certainly doesn't have much use as a 

reaching piece in the college studio 
as the Theme and Variations cer
ta inly does (which may amibure to 
why this piece is hardly known ar 
all) . However for the innovative 
inrermediare string reacher, this 
work could prove to be an interest
ing vibrato-reaching piece as 
opposed to d1e first movement of 
rhe 1e lemann Viola Concerro. 

Fiddlc-Faddle 

in fo({i>violaworld pu hlil:arions.com ""' 
!tvJJE~~+--
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A Piece in J>op11lar Style is another charming work, 
very differenr rrom the Theme and Vt1riations and the 
llomage a Eric Satie, and he seems to be utilizing a 
more popular "Americana" voice wi th jazzy syncopa
tion rhythms like ones found in ershwin's Americnn 
ill Paris or Monon Gould's Lntin Americnn 
Syrnp!Jonettf' (No. 4). In this work, ' hulman seems to 
be very arruned to rhe other American musical styles 
that were forming and being popularized ar rhe rime, 

such as jazz and boogie-woogie. ln this work, he 
freely embrace them ro help defi ne rhe "American" 
voice rhar many composers of his rime successfully 
pioneered. T his piece wi ll rake some dedicated prac
tice, a rhe viola writing is a li rrle tricky wirh rhe fast 
notes, string crossings and generous use of "blue 
notes" and accidenrals. The piece is mostly in a four 
meter, but rhere are quite a few tempo changes for 
such a short piece rhat wi ll need ro be rehearsed with 
the piani t. T his piece i certai nly a fre h innovative 
choice fo r an encore piece, and wi ll certainly "wow" 
the listeners as it sounds much more difficult than ir 

actually is (a wonderfu lly convenient quali ty as most 
of us can agree!) . 

Both of these works arc available at: 
http: / /www.capital .ner/com/ggjj/sh ulman 

Key to the Difficul ty level chart: 

I Very Easy 
2 omewhat Easy 
3 Intermediate 
4 Somewhat Difficult 
5 Difficult 
6 Very Difficult 

Please send all viola scores for review con ideration w: 

Kenneth Marrin on, Viola Proressor 
University of Florida 
chool of Music, 30013 AUD 

P.O. Box I 17900 
Gainesville, FL 326 1 1-7900 

STRINGS 
UNDERGRADUATE DEGREES 
GRADUATE DEGREES 
PERFORMANCE DIPLOMA 
ARTIST DIPLOMA 

FACULTY' 
Andrew Mark, Chair 

ViOliN: Bonnie Bewick, Lynn Cha ng. 
Judith Eissenberg. Ronan Lefkowitz, 
Sharan Leventhal , joseph McGauley, 
Irina Muresa nu, Magdalena Richter. 
Tamara Smirnova 

ViOLA: Cathy Basrak. Edward Gazouleas, 
Leonard Matczynski, Patricia McCarty, 
Rictor Noren, Roger Tapping 

ViOLONCELLo: Ronald Feldman, 
Andrew Mark, Rhonda Rider 

DOUBLE BASS: Benjamin Levy, joseph Holt. 
Dennis Roy, Lawrence Wolfe 

•subJI(t to ch<~ng~ 
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A11HE GRASSROOTS 
PLease send items of interest regarding 
viola activity at the grassroots to: 
Louise Zeitlin, AVS Secretary, 
LouiseZeitfin@oberLin. net. 

University of Northern 
Colorado- First Student 
Chapter Forms 
Viola and violin students fi·om the 
University of Norrhern Colorado have 
established the first Student chapter or 
d1c American Viola ociety. They have 
grand plans afoot for d1c upcoming 
school year. Their iniriaJ event is to 
hold a fundraiser. They will sell t- hirts 
to students in the Western Stares 

Honors Orchestra FestivaJ. They will 
also hold a "lunch-in" ro discuss what it 
is like to study the viola in college. This 
should prove to be a wonderful oppor
tuni ty for high sd1ool students to learn 
about college li fe! The troupe of college 
violists also plans ro form a viola 
ensemble in order to reach out ro d1e 
community and play some concerts at 
retirement homes. ln the meanrime, 
they arc hoping ro secure funding to 

host a guest artist series and bring in 
violists to play concerts and give master 
classes. It proves to be a very exciting 
rime for this group of energetic violists. 

lf you are interested in sponsoring or 
helping them with their activities, 
please contact Heather Buffington, 
UN 0 AVS student chapter presi
dent at violachic9 18@msn.com. 

Congratu lations ro rhc University of 
Northern olorado Student chapter 
of the AVS! 

- Louise Zeitlin 

Florida VS finds way to attract 
inaugural members? 

Welcome Florida Viola 
Society! 
On unday, Oct. 8, 15 Florida AV ' 
members met in Gainesville, FL 
at Kenneth Martinson's home to 

form a new chapter "The Florida 
Viola ociety" of the AV . The first 
planned event will be on 
Saturday, January 13 at the 
University of Florida featuring a 
master class with Yizhak Schotten 
and a recital by Kenneth Martinson 
performing rhe 3 Hindemith Viola
Piano Sonatas and the 
"Heckclphone" Trio with pianist 

h ristopher Taylor. T he FV also 
plan on having a website, a 
newsletter and a sr::ltewide Viola 
competition. T he newly elected 
board: President Kenneth 
Marrinson, President-elect Harold 
Levin , ccretary Karin Addis, 
Treasurer Jim Griffith . At-large 
members are Ka thy Aagard, Kristin 
Brandt, Laura Brenner, Pamela 
McConnell , Jean Phelan, Myron 
Rosenblum , and Pam Ryan. 

- Kenneth Martinson 
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Local Viola Societies 

Arizona Viola Sociery 
J~cquclyn S hw~ndt , pre; idcnt 
;~ quclyn .~chw~nd t@nau.cdu 

Central Tcx.as Viola Sociery 
Arnes Asbell. president 
~.a rnes<1i>prodigy.nct 

Chic.~go Viola Society 
M ichael llall, president 
tnha lll @iwu.edu 

Idaho Viola Society 
Linda Kline l.:trn~r. president 
lklinL-@boisestate.eclu 

Iowa Viola Society 
Christ ine Rudedge, president 
chri>tinc-n uledgc@uiiowa.edu 

Minnesota Viola Society 
). 11avid Ar·nott, president 
viol:rman@aul.com 

North Carolina Viola Society 
Swtt R.rwls, pres ident 
srawhuncg@.tOI.com 

Northern California Viola Society 
Tom Heimherg. pre~idenr 
; mhal l@lpacbcll.nct 

O hio Viola Sociery 
Jeffrey Irvine. president 
jeffrey.irvine@grn~i l .com 

Oklahoma Viola Society 
M.uthcw 11.tnc, president 
rndane@ou.edu 

Oregon Viola Sociery 
Adrienne 11 rown, pre;idcnt 
anbviola@aol.com 

Palrncuo Viola Society 
onswncc Gee, prc; iden t 

cgee@mo7.1rt.sc.ed 

The Philadelphia Viola Sociery 
David Y.mg. prc;ident 
philadelph i~viola@eanh link.nct 

Rocky Mountain Viola Sociery 
Margaret Miller. prc; idcnt 
r nargarerm@adelphi~ .ner 

Southern Californ ia Viola Society 
Jennie llanscn. prc; idcnt 
tr ralihujen@ean hlink. ner 

Utah Viola Society 
C laudi ne Bigelow, prc; idcru 
d.rudinc_ bigdow@hyu.edu 

Viola C lub of MD/DC & VA 
Louise ll ild reth-Gra;so, prc; idcnt 
vioLrtlllecnlouise@hounail.com 

Virginia Viola Socicry 
Johanna Beaver, president 

cattle Viola Society 
LeeAnn Morgan, prc; idcnt 
vioJ.t,_ rul e@msn.com 



Minnesota 
The Minnesota Viola ociery is now 
in rhe business of enlightening 

young violinists to the sheer joy of 
the viola. f n a concerted effort tO 
help increase the size of viola sec
tions in rhe two major youth 
orchestras in the Twin iries, The 
Minnesota Youth Symphony and 
The Greater Twin ities Youth 

ymphonies, the MV has spon
sored a viola day for each organiza
tion. Members of the viola sociery 
bring violas of all sizes to a youth 
symphony rehearsal and pur them 
in the hands of violinists who might 
like ro ny life on the dark ide. We 
crea te a nurturing environment 
while extolling the benefits of viola 
playing and are able to get studems 
to make a de ent sound using pieces 
they all know including such things 
as Suzuki Book I . We also intro
duce the alto clef at these evenrs. We 
already have several documented 
escapes fi·om the "ego string" and 
hope for more in the future. 

Respectfully submitted, 
- }. David Arnott 

New York 
Activities During Spring 2006 

O n March 19th, the New York 
Viola ociery presented a recital by 
Jennifer nunm, first prize winner 
of the AV 's 2005 William 
Primrose Competition. With 
pianist Elizabeth Pridgen, M . 
' tumm offered us chumann's 
Fantasy Pieces, Op. 73, the Rebecca 

Iarke onata and Hindernith's 

onata Op. 11, No. 4, as well as 
four songs by Faure in Ms. Stumm's 
own arrangements. Ms. rumm 
al o played the fifth solo Fantasie 

(l-1) botvmaker and NYVS vice-president William (Bill) Salchow, )enniftr 
tumm, and viola maker Andrea Hojfman-Simmel. 

(l-1) NYVS Vice !'resident Arm Roggen, composer Atli Heimir Sveinsson 
and NYVS 7i·easurer Rebecca Osborn 

(originally for violin) by Telemann. 
The performances of both major 
works on the program, standards of 
the viola recitaJ literature, were 
fresh, clear and inspired, and 
focused the audience's attention on 
the composers' highly expressive 
writing. Each reAecred a profound 
understanding of the strucwre, lines 
and nuances of the music. In the 
Faure songs and chumann, the 
wannest of lyricism was always evi
dent, and Ms. tumm's playing 
swepr us inro the distinctive, highly 
emotional, worlds of these com-

posers. T he Tclemann was a delight, 
suggesting the e works be pro
grammed more frequenrly. 

O ur fin~J event, the third Collegial 
oncert of our 2005-2006 season, 

rook place on May 8th. Presented 
on this o casion were: David Lau 
(winner of our Harold oletta 
Memorial cholarship) playing the 
Vieuxremps apriccio; Olivia 
Koppel! and Aucist Diva 

Goodfriend-Koven performing Otto 
Leuning's Duo; Carmela Federman 
in movemenrs from Brahm ' F-
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mmor onata with pianist Yi-Fang 

Huang; Rebecca Osborn and Dean 
LeBlanc, clarinet, playing Rebecca 
Clarke's Prelude, Allegro and 

Pastorale; Jun Huang and pianist 
Elizabeth Pridgen with two of 
Schum:mn's Fantasy Pieces, Op. 73; 

Rebecca Iarke's Morpheus per
formed by arrie Dreyer with 
pianist Soycon Kim; and Mark 

Holloway in an exceptional renw
tion of the Parable XVI for solo viola 
by Vincent Persicherti . Two newer 
works were also on the program: a 
beautifUl sonata by local composer 
AJexander Dmitriev, performed by 
Sander Strenger with AJia Borzova at 
the piano; and the New York pre
mier of rhe solo Sonata for Viola by 
Icelandic composer Acli Hcimir 
veinsson (who attended the con

cert) performed by junal1 Chung. 

NYVS is pleased to announce cl1e 
recipients of Rosemary Glydc 
Scholarships for 2006: Daniel Lay 
fi·om Ridgewood, New Jer ey, a stu
dent of Alexander Rees at the JCC 
T hurnauer School of Music in 

Tenafly, New Jersey; Isabel Hagen 
from New York Ciry, a student of 
Kenji Bunch at The Juilliard chool 
Pre- ollege Division; and Hari 
Bern rein, also fi·om New York iry, 
a private student of Kenneth 
Mirkin, now at The Juilliard School. 
In addition, this year we offered our 
first Harold olena Memorial 
cholarship, a special award intend

ed for more advanced players. This 
was given ro David Lau, who 
recently finished his undergraduate 

studies at The Juilliard School under 
the tutelage of Heidi Castleman and 
Hsin-Yun Huang. We congratulate 

them, and wish them success in 
their musical and other endeavors. 
We also congratulate their teacher , 

who have done such exccllcnr work 
in preparing these wonderfUl, talent
ed young people. 

For more information about these 
and our other activities, visit the 
New York Viola Sociery's website: 

www.nyvs.org. 
- Kenneth j ohnson 

Oklahoma 
The Oklal1oma Viola Sociery i 
planning fo r cl1eir fourth Viola Day 

at Oklahoma Christian Universiry in 
Edmond, Oklahoma on unday, 
January 28, 2007. Our featured 
guest will be Roger hase, who will 
present a master cla~s and give a 
re ira! with pianist Michiko Otaki. A 

play-in (including new works by our 
members and area compo ers), a 
Fcldcnkreis class, and an in rrument
making demonstration are planned. 
If you are in the area, please join us! 

- Matthew Dane 

Southern California 
New officers: 
Jenn ie Hansen, President 
Andrew Duckles, Vice-Pres ident 
(President-Elect) 

Mercedes hamlo, ecretary 
Jamie Griffis, Treasurer 

The recently re-organized SCV 
chapter, under the enthusiastic 
direction of studio and performing 
arri c Jennie Hansen, has launched 
its Fal l 2006 lineup of events for 
area violists. Events occur roughly 
once a moncl1 and include a viola 
chamber music reading parry, a col
legial concerr, a lccwre on a sub
mitted topic, and board meetings 
where upcoming events are dis
cussed and organized. The newly 
revamped website- www.southern
cali forn iaviolasociery.com - includes 
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the new SCVS Mission Statement 
as well as informacion about 
upcoming events. AJl violists in cl1e 
outhern alifornia area - mid

state, LA area, down to rhc border -
arc welcome to join or rejoin the 
newly energized S V . 

- DaryL Sifbermmt 

The outhern California chapter of 

cl1e American Viola ociery proudly 
opened irs 2006-2007 series of 
event on Ocr. I , 2006 wicl1 "Viva 

Viola!" at d1e home ofKarie Prescott 
of Eagle Rock, CA. An estimated 
d1irry professional, ~unateur, and stu
dent violists fi·om several counties 
brought their instruments to read 
music for violas, ocializc and make 
new friends. Groups ranged fi·om 2 
to 12 violas, with duee or four 
ensembles playing simultaneously in 
different areas of rhe house. Pieces 

played included works by Ken 
Martinson, Benjamin Dale, 
Francisco Flera Polo, York Bowen, as 
well as many arrangements. The 
evening was highlighted by a visit 
fi·om famed violist and reacher, 

Donald Mcinnes. The CV looks 
forward ro a season of viola-oriented 
fun and educational activities. 

- Nancy Roth 

Utah 
n crober 17th, Dr. Ulrich 

Ori.iner came ro Brigham Young 
Universiry ro give a lecmrc abour 

his remarkable music co llecrion. 
Druner resides in Germany and is 
a member of the rurrgarr Opera. 
He is best known for his antiquari
an business and has accumulated 
over three thousand flrsr editions 

of viola music from the 18th and 
19rh cenru ry. Through his re earch 
and pre ervarion of early viola 
music, he has probably doubled 



the viola reperroire! He has championed rhis genre of 
viola music by eeking modern publi hers to reprint the 
best works. Druner and budine Bigelow performed 
some gems from his collection including rwo viola duos 
by Bruni and Rolla. With Aaron Ashton on violin and 
Rachel Harlos on cello added to the group, they also per
formed a quartet for violin, rwo violas and cello by Carl 
tamirz. Bigelow's favorite piece on the performance ros

ter wa a curiosity by Johann Amon. O riginally scored 
for viola obbligato, violin, viola and cello, ir resembles a 
viola concerto for reduced orchestra in the lassical style. 
Fans of d1e ramirz Concerto would really Like the work. 

Ori.iner howed slides of some of rhe treasures in his 
collection, including autographed music by ramitz, 
a letter in Berlioz's hand regard ing "Harold in Italy," 

and the flrsr prin ted edition of Mozart's 
' oncerrante. This piece in particular rook him over 

thi rty years to acquire. Ori.iner also presenred the 
Primro e International Viola Archive with a beauti
fu l gift: an 18th century portrait of Allesandro Rolla! 

FcstiML for tnlentcd young musirinns 
in fltl impired setting fll the 

tevenson rhool rtt Pebble Bertch 

J LY 7-30, 2007 
Lessom, rhnmbl'r musir r1nd petformrmcr 
for strings mul pir1no. Composition rmd 

prl'mieres for composers. 

A UUI riONS: Live or taped. 
Cnll1o srbrdult t1 li11r twrlilion. 

Al'I'LI ' TION DEADLINE: 

f EBRUAHY 21, 2007 
rbolm·sbips lltlflilnblt. 

T ilE FA LJI:rv: 
Irene Sharp, llt'listir /Jirrclor, ullo; 

Richard Anday:t' , rtllo; Tirnoth)' Bach' , pit1110; 
llans Boepple, pit1110; Kaduyn Brown, pitmo; 

Scott Kluksdahl', rtllo; 7-1\'Cil Melikian, 11io/iu; 
arol Rodland, 11iolm Robin Sharp, violiu; 

Wendy Sharp. t•io/iu; David Tcirnpidi ~. t·omposilion; 
Milan Vitek. 11ioliu. 

I NFORMATION & AI'I'LI ATIONS: 

2J6 WCo'ot Ponal Avenue, # 104 
San hanci~ o, CA 94 127- 142J 

4 15 753 8920/frLv 8934 
tmni/ c.;m~!'csmusic.org u•rb www.csmusic.org 

galifornia 
ummer 

CYv1Usic 
lu ro~oprrtiiiOII wtth AS Ill wtth N,\ (JA. YAMAIIA is thr oj)iriltl piauo ufGrbJOnlill Summtr Mustr 

The Ural1 Viola So iety will hosr Kory Konkol On 
November 30th for d1e annual Prim rose Memorial 

once1T and master class. Konkol is a professor of viola 
at the University of Minnesota. He also frequently per
forms with the Sainr Paul han1ber O rchestra and the 
Minnesota O rchestra. Konkol wi ll be performing 
Weavers, a new work with rape, as well the Juan onata 
and some Primrose transcriprions. He will also be men
raring rhe next generarion by collaborating with BYU 
students in a performance of the Bach Chaconne 

arranged for four violas, and Turina's d~ne Andalouse. 
- Claudine Bigelow 

Virginia 
The Virginia Viola ociety has recently elected new 
officers: 

President: Johanna Beaver 
President Elect: Sarah Rude 
ecretary: Glenn Hecker 

Treasurer: arsren lark 
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The Conservatory of Music of the Colburn School, now in its fourth year, announces 

openings for Falll007 in all orchestral instruments and p•ano. The Colburn School's 

endowment provides full tuition, room and board for all t'nrolled students. Programs 

offered are the Bachelor of Musir in Performance, the Artist's Diploma and the 

Professional Studies Certificate. 

Thc•npplication deadline is See our website for information on auditions, 

programs and faculty: www.colbumschool.edu 

1 ht Colburn s,·hUfJII!I> Utt·n·lilll-d lly lht• NutJnnnl AS\t)CI·IIU.m ufSl·hcwtl'l ClfMII'-U . Tlw S\ h.tallslt)('<i1t-d an downtnwn 
Lot AnR<I•t, acrou I rom Wah Ul\nt·y Conrert Hall (homr ofth•l..o• Angtltsl'hllhanoon~< Orch~.tra) . 

Ph<•tOJ!raph ol chtme• by An Younn. ShtOmo~n D•·"H"· 
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by 
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(recommended for Library Use) 

Dwight R. Pounds 
17 13 Karen Street 

Bowling Green, KY 42104 
dwight. pounds@wku. ed u 

502-843-4820 

j RNAL F TII E AMERI ~ANVI 

70 



vq~ 
American Viola Society 

The American Viola Society (A VS) was founded for the promotion of viola performance and re~eare h. A VS member. hip 
includes two print issues of the Journal r~f !he Americw1 Viola Sociely, published in November and March. and an online
only issue released in July. Your personal and financial support through AVS membership is appreciated! 

Personal Information (students, please use your permanent address) 

o New Member o Renewal o Change of Address (the .!oumal r?f A VS cannot be forwarded! ) 
o My addrcssltclcphonc number/email have not changed since last year. 
Do you wish to be included in the online and print teacher directories? o Yes o No 
Do you offer AVS members a one-time discount (suggested 50% orl) on your private lesson fee? o Yes o No 
How did you learn about the American Viola Society? ________________________ _ 

First Name __________________ Last Name _____________ _ ____ _ 

Address -----------------------------------------
Ci~~rnreaip orP~wl 0~---------------------------------~ 
Country ___________________ Home Phone __________________ _ 
VVorkPhonc Fax _____________________ __ 
Email VVcbsitc _____________________ _ 

Affiliations (check all that apply) 

0 University Professor 

0 Professional Orchestra 

0 Professional Chamber 

0 Fr.cc lancc/ lndcpcndcnt 

0 School Teacher 

0 Music Business 

0 Studio Teacher 

0 Student 

0 Library/! nstitution 

0 Amateur/Hobbyist 

0 Retired 

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

0 From time to time, the AVS makes its mailing list available for other viola/music-related mailings. H you do not wi h to 
receive these mailings, check this box. 

National Teacher Directory Information (teachers, please complete the following) 

The AVS National Teacher Direc tory is published each yea r in both print and online formats as a resource for parents and 
students. The online version includes only the teacher's name. telephone number, and email add ress. as well as teaching and 
affiliation information. 

Levels of instruction (check all that apply): 

0 Beginner 

0 Intermediate 

Specialization(s) (check all that apply): 

0 Suwki Instruction 

0 Profess ional Tunc-U ps 

0 Chamber Music 

A.ffiliation(.\") (check all that apply): 

0 Pri vate Studio 

0 Public School Teacher 

0 Advanced 

0 College/Uni versity 

0 Orchestral Audition Preparation 

0 Popular/Jazz/Folk Styles 

0 Professional 

0 Other (please specify) ________________ _ 

0 Community Music School ________________ _ 

0 College or University-------------------

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



Membership Dues 
0 Referred by ___________________________ (print name of A V member.) 

0 $48 Regular Membership 0 $53 International Membership 

0 $2 1 Student Membership (Res iding outside the U.S.) 

0 $58 Joint A VS/ anadian Membership 0 30 International Student Member hip 
(includes bo!lt ./A VS wul VS nelllsleller) (Residing outside the U.S.) 

0 $2 1 Emeritus Member hip* 0 $48 Institutional Membership 

* (those age 65-plus who have been a regular memberfor a minin111111 ofR years) 

0 Group Memhershir Rate (Jive or more applications submilled toge1her, 110 online registrwion) 
_ _ $42 Regular Membership _ _ 18 Student Membership 

0 Additional Gift Member hip: Ha(j"price regular membership ($24 ). IIIllS/ he accompanied by your regular membership 
renewal. We will acknoll'ledge your ~(fi 10 the person you list below: 

First Name Last Name --------------------
ompany -------------------------------------------

Addre. s -------------------------------- ----------
Ci t~Sw~/Zir orPo tal Code ___________ _ _ ___ ________________ _ 

ountry ___________________ Home Phone ___________________ _ 

Work Phone Fax ----------------------
Email ____________________ Website _____________ _ ______ _ _ 

A VS Local Chapter Dues: 
Membership in A VS local clwpters is optional and must be accompauied by membership iu the A VS National 

orgauizatiou. Please check all that apply. All dues sent IIIith this application payable to the A VS. 

Arizona Viola Society 
n $ 10 Regular 
o $ 5 Student 
cntral TX Viola Society 
n $ 10 Regular 
o $ 5 Student 

Chicago Viola Society 
o 20 Regular 
o $ 10 Student 

Florida Viola Society 
o $ 15 Regular 
o $ 5 Student 

Idaho Viola Society 
o $ 10 Regular 
o $ 5 Student 

Iowa Viola Society 
n $ 10 Regular 
o $ 5 Student 

M innesota Viola Society 
n $ 8 Regular 
o $ 4 Student 

N Viola Society 
o $20 Regular 
o $ 10 Student 

Ohio Viola uciety 
o$ 10 Regular 
o $ 5 Student 

Oklahoma Viola Society 
o $ 10 Regular 
o $ 5 tudent 

O regon Viola • ociety 
n $ 10 Regular 
n $ 5 Student 

Rocky Mt. Viollt Society 
n $ 15 Regular 
o $ 10 Student 

Seattle Viola Society 
n $ 15 Regular 
o $ 5 Student 

South a rolina Viola Society 
o $ 10Rcgular 
o $ 5 Student 

Payment Enclosed 
$ ___ A VS National Dues 
$ Chapter Dues 
$ I wish to make a donation to the Primrose Memorial Scholar hip Fund* 
$ I wish to make a donation to the A VS Endowment Fund* 
$ TOTAL ( *Donations to the A VS are wx-ded llctihle as allowed by la111.) 

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

0 Master ard 0 Visa 0 Ameri can Express: 
Credit ard # _ ____________________ Expires ____ _ 

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

Send application and payme111 10: 
American Viola Society 

14070 Proton Rd, Sui te I 00, LB 9 
Dalla , Texa 75244 USA 

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

Southern CA Viola Society 
o $ 10 Regular 
o $ 5 Student 

Utah Viola Society 
o$ 10 Regular 
n $ 7 Senior 
rJ $ 5 Student 

Viola Club of DC/M D & VA 
rJ $ 10 Regular 
rJ $ 5 Student 

Vir~-:inia Viola Society 
o $ 10 Regular 
o $ 5 Student 

Join online at www.americanviolasociety.org! 



The Primrose International Viola Archive 
announces a generous gift 

by Peter Bartok 
of several hundred copies of the 

Facsimile of the Autograph Draft of the Viola Concerto 
by Bela Bartok 

• !!arc/back in black, 12 by 16 inches, 84 pages includin.(!, photo pa,qe. 
• Prq{ace ~V Peter Bm16k & Commentary hy Ldszk5 omfai (Te:v.:t iu Eu,qlish, Hungarian, German, 

Japanese, and pam· h). 
• Fair transcription of the drv~ji with notes prepared hy Nelson Dellamap,g iore. 

Any donor, past or future, contributing $150 or more 
to the Primrose Endowment will receive this handsome 

book as a gift from Brigham Young University. 

Send your donation ta 
Primrose Account 

BYU Development Office 
C-389 ASB 

Brigham Young University 
Provo, UT 84602 



' . ' 


	JAVS 22.2001
	JAVS 22.2002
	JAVS 22.2003
	JAVS 22.2004
	JAVS 22.2005

