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de history in 1998 as the first person to have recorded the entire set of Bach's
:,ola. Since that time, no other name has become as

ociated with these ola as Mr. Slapin's. Eroica Classical Recordings is proud to

ng of these works, rerecorded after nearly ten years of

Available from Eroica Classical Recordings (805) 684-6140 and on the web at www.eroica.com
Further information also available at www.scottslapin.com
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The David Dalton Viola Research
Competition Guidelines

The Journal of the American Viola Society welcomes submissions for the David Dalton Viola Research
Competition for university and college student members of the American Viola Society.

Entries must be original contributions to the field of viola research and may address issues concerning viola lit-
erature, history, performers, and pedagogues. Entries must not have been published in any other 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 information. Entries may include short musical examples. Entries must be
submitted in hard copy along with the following entry form, as well as in electronic formar for either PC or
Mac. Word or WordPerfect format is preferred. All entries must be postmarked by 15 May 2008.

The American Viola Society wishes to thank AVS past president Thomas Tatton and his wife, Polly, for under-
writing first prize in the 2008 David Dalton Viola Research Competition.

Send entries to:
AVS Office, 14070 Proton Road, Suite 100, Dallas, TX 75244,

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

Prize categories:
All winning entries will be featured in the Journal of the American Viola Society, with authors receiving a free
one-year subscription to the Journal and accompanying membership to the American Viola Society.
In addition:
Ist Prize:  $300, sponsored by Thomas and Polly Tatton
2nd Prize:  Bartok’s Viola Concerto by Donald Maurice and Facsimile edition of the Barték Viola Concerto
3rd Prize:  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 Rescarch
Competition. Be sure to include address and telephone information where you may be reached during summer.

Name

Current Address

Telephone Email address

Permanent Address

Telephone Email address

University/College

Academic Level: Fr/ So / Jr / Sr/ Grad

Topic Word Count

Current AVS member? Yes / No
If you are not a current AVS member, please join AVS by including $21 student membership dues with your
submission, along with a membership enrollment form, which can be found in the current issue of JAVS.
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FROM THE EDITOR

This issue has all sorts of articles and
reviews that are sure to pique one’s “viola”
interest, and a couple of recurrent themes
are evident: youth teaching and British
viola players. Teaching viola to the young
is obviously an important investment in
the future, while the British tradition of
viola playing from the past century is one
to which we are all now deeply indebred.

As it happens, both our author Melinda
Daersch and “Fresh Face™ Sarah Bylander
Montzka teach using the Suzuki Method.
For many of us with past knowledge of
Suzuki, the huge growth of the viola ver-
sion of the Method is a revelation- both
Daetsch and Montzka stare 4-6 year olds
directly on viola. I can only imagine the
sound of a 1/8-sized instrument’s C-
sn‘ing..‘hu! at least that part of sound
production gets easier as they grow!

The British influence on both contempo-
rary viola playing and repertoire clearly is
enormous. Cecil Forsyth is an example of
a British violist and composer whose
works for our instrument have been
under-performed, most likely due to the
fact that Lionel Tertis did not champion
the picces. More on Tertis is found in this
issue in Dwight Pounds’ typically thor-
ough, well-considered review of John
White’s biography from last year. Finally,
“Meet the Section” introduces the violists
of the BBC-Scottish Symphony Orchestra
section. Learn about the BBC system of
orchestras, as well as get tips for what your
own viola section might do to promorte
group bonding!

It is with mixed feelings that I finish edit-
ing my last issuc of the Journal. The past
four years have been a great learning expe-
rience; | have had the opportunity o
work with writers from around the coun-
try and the world on viola-related topics
of all kinds. Viola in Jazz, articles on peda-
gogy and pedagogues, interviews with vio-
lists both young and established, historical
pieces, reviews of books, music, and
recordings, and many, many columns
from local viola chapters around the
country- | hope that you, the reader, have

enjoyed the variety as much as [ have. Tt
goes to show that even in a field as specif-
ic as “the viola” there is so much to
explore, so many interesting ideas, and
most importantly so many great people.

Speaking of great people, it is with much
enthusiasm that I introduce David Bynog
as the Journal’s next Editor. David brings
a wealth of experience to the position. A
long-time member of the AVS, he earned
performance degrees from LSU and Rice
then returned to LSU for a Masters in
Library and Information Science. For the
last decade he has worked at Rice's
Fondren Library in Periodicals and
Acquisitions. When not freelancing in the
Houston area, David also teaches a gradu-
ate course in Musicology at the University
of Houston. In fact, you will notice that
Bynog wrote this issue’s feature article on
Forsyth- what better introduction? His
passion for the subject and range of expe-
riences give the AVS Board every confi-
dence as the Journal evolves under his
leadership. 1, for one, very much look for-
ward to reading the results.

Best wishes, and happy pracricing!

Matthew Dane
JAVS Editor

The honor and opportunity to serve as
Editor of the Journal of the American Viola
Saciety is very exciting for me. Under the
outstanding leadership of David Dalton,
Kathryn Steely, and Matthew Dane, the
Journal has grown into an invaluable
resource for all aspects of the viola. I hope
to carry forward the high standards they

have set. OFf course, the success of the jour-

nal is due to many people in addition to
the editor. Numerous individuals con-
tribute their time and skills to help pro-
duce a journal that is stimulating and rele-
vant for all of our readers. We all owe a
debt of thanks to these people who make
the journal happen!

The success of the journal also depends
on you: the reader. The contents of each
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issue are developed with you in mind and
with the goal of promoting the study and
scholarship of the viola. I welcome your
suggestions for topics that you would like
to see in future issues; please feel free to e-
mail me with your thoughts. If you are
interested in submitting an article for con-
sideration, guidelines can be found in this
issue or at htp://www.americanviolasoci-
ety.org/JAVS/javs.htm. One great oppor-
tunity for our student readers is the David
Dalton Viola Research Competition. This
annual competition has produced several
excellent additions to the literature on the
viola. Guidelines routinely appear in the
journal, and I hope that teachers will
spread the word encouraging students to
participate.

I look forward to the challenges and
rewards that lie ahead. b

David M. Bynog
JAVS Editor, effective Summer 2008
dbynog@rice.edu

—
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FROM THE PRESIDENT

Dear friends and colleagues,

At the end of June this year my term will end
and | shall be stepping down as President of
the American Viola Society. Juliet White-
Smith will assume her term and T know will
carry the society expertly and gracefully
through its next few years. Juliet has great
experience with our organization and has
been a long time member and Board member
of the AVS. She and | worked very closely
together throughout my term when she was
President-Elect and I valued her experience

and commitment to the organization greatly.

I thought this might be an appropriate time
to give you an overview of the things we have
done over the past three years and also what
we have planned for the future.

We have been very suceessful in our internation-
al congress search for 2010 (June 16th-20th)
which has been awarded to the Univer

ity of
Cincinnati, College-Conservatory of Music
with Catharine Carroll as host along with
Masao Kawasaki. Cincinnari is perfectly situated
in an area not blessed with many viola congress-
es in the past and we hope this will give new
people the opportunity to attend. The facilidies
of the institution are wonderful and 1 feel sure
that it will be a very memorable congress.

We also started to re-focus the vision of the
society and develop two other important

aspects of our work. One is in the educational
forum with the creation of the BRATS pro-
gram and the other is in the instrument loan-
ing program called the VIOLA BANK.
BRATS Days have been held all over the
country and | hear wonderful reports from
those who attend. In addition - we have
received many donations for the VIOLA
BANK and [ wish to thank Robertsons and
Sons (our official home for the viola bank)
and Sandy Robbins for all her support and
drive. Regular reports will continue to be pro-
vided to you through the web site and JAVS.

We implemented our “Chapter in every state”
drive and have been doing very well with new
chaprers - in particular one of our largest, the
Chicago Viola Society, has re-formed and is
now called the Grear Lakes Viola Society. We
have conducted numerous membership drives
and also recently had a 30th Anniversary
Donation drive thar was very successtul -

thank you to all who conuibuted!

We welcome David Bynog as the new editor
to the JAVS publication, and say goodbye to
Matct Dane who, T am sure you will agree
with me, has done an amazing job with our
beautiful Journal. We wish him well and
thank him for all of his tireless efforrs.

[n addition, one of our main focuses this year
was our financial security. You will find printed
in the pages of this journal a financial forecast.
This is the new document (drawn up by our
excellent treasurer Michelle Sayles) by which
we will now plan our finances and program
development. This will allow us 0 more
securely move forward in these difficult finan-
cial tmes and to be very aware of how to man-
age our finances and when we need your help.

It is important to note however some signifi-
cant points:

1. The AVS has faced some challenges over
the last couple of years with increasing
costs and initial declining membership and
now has a solvent business plan in place.

2. The AVS board has actively recruited

lapsed members, revived the Chicago AVS,
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and welcomed many new chapters over the
last 18 months to grow membership above
and beyond previous levels.

3. Largely through the efforts of the board,
the AVS has received very generous dona-
tions and support from members at large
(30th Anniversary campaign to name onc),
the 1VS, Madeleine Crouch, and large cor-
porations like Microsoft- as a result, dona-
tions income is at an all-time high.

4. We have worked to make the JAVS more
cost efficient than ever before,

5.The board has actively looked for ways o
reduce administrative costs (implementing
online voting is one such initiative). In
addition all of our board members are com-
pletely volunteer and receive no reimburse-
ment or financial support including travel
expenses to any AVS event.

6. In spite of challenges faced this year, we
will still be able to give out a significant
amount of chaprer grants and BRATS
grants to AVS chapters and will be review-
ing grant requests over the next few
months, Next year, we hope to increase
the number of grants even further.

We do believe that we are in a new era at the
AVS. We are proud of our new programs and
have taken financial responsibility by creating
an annual budget and forecast which is a
landmark policy change for the AVS.

It has been a great pleasure and honor for me
to serve as President. I have made many new
friends and colleagues and have enjoyed get-
ting to know our members better. I wish the
AVS grear success and will always be a proud
supporter of the American Viola Society! H

Yours,

Helen Callus
AVS President

NUMBER 1



Both play Yomaha.

Today’s string musicians are more versafile than ever.
Players everywhere have more opportunities to perform
in a wide variety of styles and venues. From classical

fo contemporary, from the classroom to the stage, you'll
find the perfect instrument for any situation in Yamaha's
selection of acoustic and electric string instruments.

Ploy the very best you can.

€ YAMAHA

©?2008 Yomaha Corporation of Americo.
Yomoha is a registered trademark of Yamaha Corporation. All rights reserved.



ANNOUNGCEMENTS

AVS 2007 Operating Budget
(June 2007 - May 2008)

JAVS WELCOMES

2007 Revised Var to
ARTICLES FROM ITS Income Plan Forecast*  Orig. Plan
READERS. Total Advertising 13,000 15,000 2.000
Total Donartion 6,000 7,000 1,000
SUBM'SSION DEADLINES ARE Toral Member dues 33,108 32,614 (494)
DECEMBER |5 FOR Total Income 52,108 54,614 2,506
THE SPRING ISSUE,
Expenses
APRIL |5 FOR THE :
SUMMER ONLINE ISSUE, AND 'ijnm] Administrative 15,302 15,511 209
lotal Awards 390 390
AUGUST |5 FOR Tortal Congress 1,500 1.500
Total Bank 600 600
THE FALL ISSUE. Total Dues Expense 2,200 2,200
Total Grant Expenses 2.350 2,350 :
SEND SUBMISSIONS Tortal JAVS 27,785 25,035 (2,750)
Toral Website 1,979 1,979
TO THE AVS Total Board Reimbursements
EDITORIAL OFFICE, Total Expenses 52,107 49,565 (2,542)
DAviD BYNOG Income, less Expenses - 5,049 5,049

DBYNOG(@RICE.EDU

*Based on actual results through January 2008

OR TO
MADELEINE CROUCH, 14070

PROTON RD., Treasurer’s Report

Suite 100 [t was necessary to either cut or delay expenses in order to both
deliver the fall issue of the JAVS and to create a break-even forecast
DALLAS, TX 75244. for the fiscal year.
* Temporary reduction of Management fees $3450
* Time-matching donation from Microsoft $4000
* Delay of IVS dues $2200

VOLUME 24 NUMBER 1
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* Decrease in JAVS printing costs -$1000 and Other Considerations:
increase in ads +$1000 per issue * Will membership stay at the same level with
* 30th Anniversary Funding letter increased no Congress? Do we need a 2-year plan - i.e.,
donations $1000 (projected) save money in Congress years for the off-year
* Combination of reduced costs, increased dona- where income may be less?
tions and delay of IVS dues freed funds for the * Can we sustain General Donations?
fall issue of the JAVS (December). * Will JAVS ner costs remain the same?
* Delay of IVS dues to the spring and decreased * Will Administrative and Website costs remain
costs of the JAVS eliminated the negative cash- the same?
flow situation through December. IVS dues * Will there be costs associated with sustaining
can be paid in spring when greater cash flow is the Viola Bank?
expected from increased donations and dues * Are there any new projects and what are the
income. associated costs?
* 2009 and beyond — At end of current
While we will get through the current year, addi- Treasurer’s term, Microsoft time-matching
tional work needs to be done to fund 2008. donation will go away ($4000)

* Management fees will increase back to normal

costs (+ $3,450) — Michelle Sayles, AVS Treasurer
» ASTA / Congress costs for the board (?)
* Increasing grants back to target amount

(+$2,500)

e ./ . 1 ’ / 1}
/7
/// /// /// /// 1L // /////’/ 7
Since | 898
We specialize in violas. Great makers like Tetsuo Matsuda, Robert Mc Cluskie &

Sean Peak are usually in stock, as well as, line old violas.

We also manufacture a prestigious line for violin shops ol advanced student
instruments including Gunther Pragers, Jurgen Kliers, Richard Hensons &
Otto Erdesz I'('E\!i\'.l\.

\

\ If vour favorite luthier does not prov ide these for vou, we will
N B make that happen. Please call us to discuss your particular
Py :
- %  needs, We understand violas and violists, Since 1898,

William A, Weaver

(800) 713-2879 @ (301) 654-2239
+706 Highland Ave
Bethesda, MD 20814

www, weaversviolins.com [RASTER (!‘,{‘l'OT‘It.
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36TH

[NTERNATIONAL

VIOLA CONGRESS

The 36th International Viola Congress will take
place on the campus of Arizona State University
from June 4th through the 7th. Home to some
of the best-designed and beautiful facilities in
the nation. the ASU School of Music will house
all events of the Congress including the XlIth
[nternational Primrose Competition, which
begins on June 1Ist, 2008. Hosted by ASU’s
Viola Professor Nancy Buck, this year’s Congress
promises to be an enjoyable and enlightening
experience for student, amateur, and profession-

al violists alike.

While attending the congress, guests are also
urged to make the most of their stay in Arizona.
Nestled in the splendor of the Southwestern
desert, the greater Phoenix Metropolitan area is
only a car ride away from some of the world’s
most spectacular attractions: The Grand
Canyon, Monument Valley, Lake Powell, and

the red rocks of Sedona.

Registration form found on the following page.
For more information, please visit us at viola-

congress2008.com B

Highlights of this year’s congress include:

* Recital performances by Kim Kashkashian, Paul Coletti, Paul
Neubauer, Hsin-Yun Huang, Misha Amory, Carol Rodland, Roland

Vamos, and many more

* Masterclasses with Heidi Castleman, Jeffery Irvine, Jerzy Kosmala, and

Karen Ritscher

* Seminars with Composer-in-Residence Joan Tower

» Exhibition of instruments by hundreds of luthiers and bowmakers

from around the world

* A wide variety of classes and lectures including seminars on perform-
ance injury rehabilitation,Yoga for violists, and much more

VOLUME 24

NUMBER 1
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[LE DOMAINE FORGET, MUSIC AND DANCE ACADEMY QL%
VIOLA 2008 STRING SESSION

JULY 13" TO AUGUST 9’

Francois Pavadlss f}/.’/{]{l vy Ivine
July 13" to August 9" July 13"to 20°
Principal viola, Professor, Cleveland
Quebec Symphony Institute of Music

Professor, Conservatoire
de musique de Québec

5, StAntoine | Saintrénée QC Canada | GOT VO | Ph: (418) 452-8111 | aca@domaineforgetcom

NEW STRINGS FACULTY

Donovan Stokes  Akemi Takayama  Doris Lederer
Stving Bass/ Vialin Viola
Jazz Bass

SHENANDOAH
CONSERVATORY

music:theatre:dance

Dames Dunbham Alar Arad DPoter Slowik
July 20" to 27 July 27" to August 3' August3'to 9’

Professor, Professor, Indiana Professor,

Rice University's University Jacobs Oberlin College
Shepherd School School of Music

of Music

www.domaineforget.com DOMAINE
O/orget

AUDUBON QUARTET STRING QUARTET-IN-RESIDENCE

.| -
Clyde Shaw, cello; Doris Lederer, viola;
Akemi Takayama, violin; Ellen Jewett, violin

GRADUATE STRING QUARTET PROGRAM

Shenandoah Conservatory announces the creation of a Graduate String Quartel
Program. The selected quartets will pursue quartet studies with Shenandoah
Conservatory faculty members Clyde Shaw, violoncello, and Doris Lederer, viola. The
program culminates in an Artist Diploma (baccalaureate or post master’s level).

Shenandoah Conservatory 800 432 2266
of Shenandoah University Laurence Kaptain, Dean www.su.edu/conservatory

_]( JURNAIL OF THE AMERICAN VIOLA SOCIETY
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ne 36th International Viola Congress
48,2008 @ Arizona State University  Nancy Buck, Host Chair
Congress Registration Form

ONE FORM PER REGISTRAN'T - PLEASE PRINT CILEARLY
ALL CHARGES AND RATES SHOWN IN U.S. FUNDS

I. CONTACT INFORMATION

Name:

Address:

Clity: Srate or Zipor Country:
Province: Postal Code:

Primary Phone Ccll Phone

Number: Numbcer (opr.):

I<-mail Iax number

Address: (opt.):

Company or School
(opt.. tor name tag):

Special Health Needs?
If'so, please describe:

II. VIOLA SOCIETY MEMBERSHIP

ALLVIOLISTSATTENDING THE CONGRESS MUST BE VIOLA SOCIETY MEMBIERS.
I'am a member of the (choose one): (L American Viola Society (AVS) J Aus,/NZ Viola Society (ANZVS)
[ Canadian Viola Sc ciety (CVS) [ German Viola Society (DVS) O Other please specify):

[ am enclosing one year's membership dues to become a member of the American Viola Society (AVS):

(548 Regular (adult/professional) [ $58 International (adult/professional residing outside the ULS.)
(J$21 Full-time Student [ $30 International Student (full-time student residing outside the ULS.)
[J 63 Joint Regular AVS/CVS (Membership dues payable to the American Viola Society.)

For information about membership in other (international) viola societics., please visit those organizations' web sites.

ITII. CONGRESS REGISTRATION

PRE-REGISTER BY APRIL 30TH. ANY REGISTRATION RECEIVED AFTER APRIL 30TH, AS

WELL AS ON-SITE REGISTRATION, REQUIRES AN ADDITIONAL 25 REGISTRATION FEE. |
(5250 Regular IFull Congress Registration [ 5200 Overscas Regular IFull Congress Registration

for adult/protessional AVS-CVS-IVS members tor adult professional VS members (from outside North America)
(150 Student Full Congress Registration [ $125 Overseas Student Full € longress Registration

for student AVS-CVS-IVS members for student VS members (from outside North America)

(Js60 (per day) Daily General Admission Rate ds100 FFamily/Chaperone/Non-violist Admission
days attending X sO0) per day - 8 (for the I'ull Congress)

days attending X 50 perday - s [See the next page for more details on the B.RACT.S. program. |

(Js20 (per day) Special Daily Family/Chaperone Rate - Available June 5 th-8th only to “non-violisc” family members or
days attending X 820 perday = s o chaperones of B.R.A.'LS. program participants.

(Congress registration fees payable to the American Viola Society.)

6IVC - CRF - V3.2



One form per registrant - Please print clearly

JUTK'#-?{, 2008 @ Arizona State L"niversity \aﬂC\ Buck, Host Chair charges and rates shown in U.S. funds

. The 36th International Viola Congress ¢onsress Registration Form (ps. 2
)|

1IV. B.R.A.T.S. INFORMATION (optional event - JUNE 4711)
[B.R.A.T.S. is the Bratsche Resources And Teaching in the Schools program.]

BRAT'S (or Bratsche Resources And T'eaching in the Schools) is a unique educational program designed to help
viola teachers receruit, work directly with, and reach out to large groups of viola students in their communitics.
Although this single day event is held in conjunction with the 36th International Viola Congress, it maintains a
separate registration process, administered by the Arizona Viola Society. BRATS participants can initiate the
process of registration for this special program by downloading the "BRAT'S Day Registration Form™ from the
official 36th International Viola Congress web site <wwiw.violacongress2008.com>. BRATS events commence
at 12:00 noon on Wednesday. June 4th. and conclude with an evening concert featuring acclaimed violist
Nokuthula Ngwenyama. Certain BRATS events are planned independently of the Congress schedule. with
activitics targeted specifically toward junior high and high school students (grades 7-12).

*Please do not submit funds intended specifically for BRATS Day registration with this Congress Registration
IForm. "The only BRATS-related funds that should be included with this registration would be for daily general
admission to the Congress by BRA'TS program participants and their family and/or chaperones. (As stated
previously in this form, certain special daily Congress admission rates are available to BRA'T'S participants only.)

V. CONGRESS BANQUET (optional event - JUNE 7TH)

At 5:00 p.m. on Saturday, June 7th, as a prelude to the concert showcasing the final round of the 2008 Primrose
International Viola Competition, the Carson Ballroom of Arizona State University’s Old Main Building will host
the 36th International Viola Congress Banquet. For both the fine meal and the celebratory social gathering, the
banquet is always a Congress highlight. Scating for this special event is limited to only 210 artendecs.
Registration for this particular event will close when the scating capacity has been reached. As such, interested
partics arce strongly encouraged to register carly for this event. Registration for the banquet is only available to
36th International Viola Congress attendees.

(542 « ‘ongress Banquet Registration (Registration fees payable to the American Viola Society.)

VI. TOTAL CHARGES (combined amounts for Seetions I1 1T & V): U.S. $

Send payment. in the form of check or money order (U.S. funds only, payable to the American Viola Society),
along with your complered Congress Registration Form to:

AMERICAN VIOLA SOCIETY NATIONAL OFFICE
14070 PROTON ROAD. SUTTE 100
DALLAS, TX 75244

Please be aware that online registration allows alternative payment options (beyond checks and money orders),
should that be preferable.

*For information on HOUSIN G during the 36th International Viola Congress, please visit the official
Congress web site <www.violacongress2008.com>. Both on- and off-campus housing options are available.
However, one’s accommodations must be paid for separately from Congress registration. (Housing payments are
not made to the American Viola Society.)

NOTICE: This convention registration is entered into by the attendec in consideration of the use of the facilities of ASU during the 2008 International Viola
Congress. 1tis understood and agreed that all facilities of ASU will be used by amrendees ar their sole risk and that actendees shall hold ASU and the American Viola
Socieny harmless tor personal injury or property damage resulting from participation in the 2008 International Viola Congress, cither on or off the premises of ASUL
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CECIL FORSYTH:

THE FORGOTTEN COMPOSER?

by David M. Bynog

A dyspeptic drum-major,

from Crewe,

Could eat nothing but musical stew.
So, each day, a viola

In hot coca-cola

He braised—awith a horse-hare

or two.'

For many years Cecil Forsyth's
name has been relegated to the
ranks of the musically ignored and
forgotten. Asa composer, even his
most prominent work, the Viola
Concerto in (G Minor, is unfamiliar
to many violists. He does not earn
any significant mention in either
volume of Maurice Riley’s 7he
History of the Viola, nor in John
White's An Anthology of British
Viola Players. Yet his compositional
output includes three viola works,
numerous vocal and choral works,
several operas, orchestral works,
and chamber music. If his name is
remembered, it is largely for his
writings, which include one of the
most comprehensive books on
orchestration, a treatise on violin
playing, and several valuable works
on music history. A review of some
of his contributions important to
violists—both compositions and
written works—is long overdue.

Alexander Cecil Forsyth was born
on November 30, 1870, in
Greenwich, England, and was edu-
cated at Cranbrook. While little is
known about his early musical
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instruction, Forsyth relays an apoc-
ryphal story about his studies on
violin, “I never practised less than
two hours a day—and that meant
a good deal at an English public
school.... I can honestly say that
when I ... went up to the universi-
ty, I went, not having heard the
names of Kreutzer or Fiorillo, but
with a complete collection of all
the most expensive concertos of
De Bériot, fantasias by Léonard, e
hoc genus omne.” While this may
not be entirely true, it is easy to
believe from listening to his Viola
Concerto that he was influenced
by the works of composers such as
de Bériot or Vieuxtemps. Forsyth
graduated from Edinburgh
University in 1891 and lacer
attended the Royal College of
Music. There he studied composi-
tion with Charles Villiers Stanford
and music history with Charles

Hubert Parry.

Forsyth was quite active in British
musical life during the early twen-
tieth century. He played viola in
both the Queen’s Hall Orchestra
and the Philharmonic Orchestra.
In the Queen’s Hall Orchestra he
found an ideal vehicle to have his
works performed, and several of
his compositions were featured in
the Promenade Concerts, which
were just in their infancy. It was
here that his Viola Concerto was
premiered on Sep. 12, 1903, with
Emile Férir as soloist. The work
was warmly received. “In Mr.

NUMBER 1

Forsyth Mr. Wood has made a
‘find,” for he has an uncommon
sense of dignity and of poetry in
the discovery of his subjects. ....
Not often is a young composer
represented at practically his first
appearance by a work which in
idea, style, and technique shows so
much maturity.”" The concerto
must have made some favorable
mark since it was repeated again in
1904 with Férir as soloist and in
1906 at Queens Hall with S. L.
Wertheim as soloist. This time the

criticism was less favorable:

It was this sense of climax that we
missed in Mr. Cecil Forsyths concerto
in G minor for viola and orchestra;
the codas, for instance, always came
as a surprise, and did not seem to
have been sufficiently prepared by
what had gone before; otherwise the
melodious and straightforward work
leaves a pleasant impression behind
it. It was played well, but not
remarkably well, by Mr. S. L.
Wertheim, who appeared rather
bored by the solo passages and caden-
zas, but as these are the dullest bits of
the work we ought not perhaps to
grumble.’

Forsyth completed his second
work for viola, Chanson Celtique,
in June of 1905. The work pre-
miered at the Proms on October
21, 1905 with S. L. Wertheim as
soloist. Other compositions of his
that were performed at the Proms

included four orchestral studies
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from Les Misérables as well as an orchestration of sev-
eral works by Mendelssohn.

While still composing, Forsyth turned his attention to
more academic writing, beginning in 191 1with Music
and Nationalism: A Study of English Opera. In this
work he discusses the historical, political, and socio-
logical causes concerning the lack of support for
English National Opera. He partially attributes the
lack of support to the influence of foreign nations—
particularly ltaly and Germany—on English music.’
In 1914 he published what would prove to be his
most enduring work, Orchestration. This was consid-
ered to be one of the most inclusive books of orches-
tration at the time and is still one of the standard
books on the subject. It is notable for Forsyth’s exten-
sive remarks on the development of instruments, his
prime choices of orchestral examples, his frank and
humorous assessment of the character of instruments,
and the inclusion of several less used or obsolete
orchestral instruments such as the viola d’amore, the
guitar, the serpent, and the Russian bassoon. He even
included the Highland bagpipe in his second edition
of the work. Forsyth’s caustic wit shows throughout
his comments on many of the instruments. Even the
viola does not escape him:

The Viola is not merely “a big Violin.” It is a Viola. ...
[Regarding tone quality] The top string is perhaps the
most affected. Its quality has something nasal and pierc-
ing; something suffering, even unpleasant. A prominent
melody on this string becomes unbearable after a short
time.... The instrument, however, is often entrusted with
melodic passages in [the] middle register, and no berter
example could be given than the beautiful subject already
quoted from Tschaikowskys Romeo and Juliet.... The
bottom-string of the Viola is the most characteristic of all.
In fact, to the average concert-goer the Viola is only a
Viola when it is on its bottom-string. “Sombre, austere,
sometimes even forbidding,” its mere sound, even in the
simplest phrases, is sufficient to conjure up the image of
Tragedy. Indeed, the simpler and more persistent the
phiase the greater its effect when played on the Viola."

Forsyth's thoughts on orchestral writing for the viola
is reflected in his earlier solo writing for the viola, as
both the Viola Concerto and the Chanson Celtique

make frequent use of the lower register employing
simple, lyrical phrases.

That same year, in response to World War 1, he left
England for the United States. Working from outside
England, he had less influence on promoting his
works there, and he produced very few large-scale
works after 1914. By this time Lionel Tertis, a col-
league of his from the days in the Queen’s Hall
Orchestra, was already making a name for himself as a
viola soloist. Neither of Forsyth’s early viola composi-
tions seemed to gain favor with Tertis, thus his viola
works suffered from a severe lack of visibility in

England.”

Forsyth settled in New York in 1914 where he worked
for the publisher H. W. Gray. He continued compos-
ing and wrote several additional texts including
Choral Orchestration and A Digest of Music History. In
1920 he wrote Modern Violin-Playing with Samuel B.
Grimson. This book aims to provide “an accurate
study of the physical laws that govern violin-playing,”
and contends that successful violin playing depends
“on the proper understanding and application of the
laws of anatomical action.”™ The book primarily
focuses on proper physical positioning of the hands,
fingers, and instrument. Forsyth was likely responsible
for the comments on playing the viola in the book:

FEvery violinist should also play the viola. If he asks the
reason of this strange advice, the answer is “for his own
benefit.” But will not his intonation be spoilt? No, it will
be improved. He will be forced, by the difference in the
note-spaces, into a much more accurate consciousness of
his own finger-board. 1o gain these advantages he need
not, of course, play the viola in public. But if he plays it
at home, it must not be with the sort of amiable conde-
scension with which a crack trumpeter takes up the coro-
net. If he feels any snobbish inclination to begin by call-
ing it “the more dignified instrument,” he should pause.
It is tonally the equal of the violin, historically its superi-
or. And if it is useless for flashy trick-work, it can offer, as
a humble substitute, much musical loveliness in the
twin-realms of chamber-music and the orchestra.
Another caution. There is no need to sprawl and wallow
in ones chatr, because one is playing the viola. Violists do
not. As a joke, wallowing is poor: as art, disrespectful.’
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A few years later, in 1922, Forsyth published one
more work for viola, 7he Dark Road. T'he work was
also published that same year in an arrangement for
solo organ. The piece did not seem to atcract much
interest and is not even listed in standard bibliogra-
phies of viola compositions. Forsyth continued writ-
ing and composing, mostly vocal works, and died in
New York on December 7, 1941.

It is evident from Forsyth’s writings that he was very
learned and erudite. These works display a wonderful-
ly acerbic wit that spilled over into the texts of some
of his vocal works, several of which he wrote himself.
His music displays a keen flair for melody and orches-
tration but seems very limited in development. His
fairly conservative harmonic structure, particularly
compared with his English contemporaries from the
carly twentieth century, coupled with his lack of pro-
moters in England, helped to prevent him from gar-
nering much attention. Nonetheless, his viola works
are quite attractive and worthy of more interest.

Viola Concerto in G Minor

The Viola Concerto was written in 1903 and premiered
at a Promenade Concert on September 12th of that
year. The Observer had this to say about the work:

He composed the concerto heard last night specially for
Mr. Férin, the excellent player who “leads” the violas of the
Queens Hall orchestra, and who, of course, was responsi-
ble for the solo part. The work is described by its composer
as “an attempt to write a concerto in which the beauties
and possibilities of the viola are used without any imita-
tion of the technique of the violin or violoncello.” He com-
plains that the viola is so little used as a solo instrument
that listeners, hearing it, usually make a sort of mental
comparison of it with the violin and cello; and this, of
course, is not only unfair, but leads to an overlooking of
the individual merits of the viola, which, though unable
to do much that is possible on the other instruments, can,
on its own ground, “give them points. ™

Written in an ultra-Romantic style it is, perhaps, rem-
iniscent of Saint-Saéns. It is an ideal work for an
intermediate to advanced student who longs for a
“true” Romantic viola concerto. The picce is very
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well-written for the instrument and sounds virtuosic
without being too technically demanding, Since
Forsyth was both a violist and a competent orchestra-
tor, the balance is consistently right with brawny tuttis
but a light orchestral texture while the viola is playing.
The melodic and harmonic content of the concerto
displays a decidedly British palette.

While suitable for students it also deserves a higher
degree of visibility in the repertoire of professional
viola soloists. The viola and piano reduction, with the
piano reduction by noted pianist and composer John
Ireland, was originally published by Schott in 1904
and was rcprintcd in the 1990s (Schote ED 1077).
Violists are fortunate that the work has been recorded
twice. Lubomir Mal™s recording with the Prague
Symphony Orchestra was released on compact disc in
1993 (Panton 81 1306-2 011) and Lawrence Power’s
account with the BBC Scottish Symphony Orchestra,
coupled with the equally under-rated concerto of York
Bowen, was released in 2005 (Hyperion CDAG7546).

The first movement begins with a rhapsodic introduc-
tion suitably demonstrating the upper and lower regis-
ters of the viola. After a brief tutti the viola introduces
the lyrical first theme in G minor. The first movement
follows a fairly standard sonata form with an impres-
sive cadenza immediately before the recapitulation. Tt
is the melancholy second movement that generates
the most enthusiasm as expressed in 7he Times, “A
very refined gift of melody and the power of invent-
ing characteristic themes both belong to Mr. Forsyth,
while his ability for emotional expression was impres-
sively shown in the beautiful slow movement.™" The
final movement, marked Allegro con fuoco, contains a
simple dotted-rhythm motive, with the violist fre-
quently playing muldple stops. Forsyth's lyrical writ-
ing emerges again with a contrasting theme, first in E-
flat major and later in G major.

Chanson Celtique

Chanson Celtigue, sometimes referred to as Chant
Celtique, is a short piece for viola and orchestra writ-
ten in June 1905. The Celtic nature of the piece was
undoubtedly due to Forsyth's recent work with
Charles Stanford on organizing a collection of Irish
Folk tunes gathered by George Petrie. Of the 1,582
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tunes ultimately published in this collection, Forsyth
specifically chose to incorporate number 699, “I
Grieve for My Lover in Secret.”"” The Chanson
Celtique, like his Viola Concerto, received several per-
formances with orchestras during the first part of the
twentieth century. Notable performances in the
United States include Emile Férir's performance with
the Boston Symphony in April 1912 and Herman
Kolodkin’s performance with the Cleveland Orchestra
in January 1920.

The work begins with a brief introduction in D
minor in which the viola plays a solo, lyrical melody.
It is followed by the Irish tune from the Petrie collec-
tion that is briefly developed before moving to a con-
trasting theme, largely reminiscent of the introductory
material, first in A minor and then in A major. It con-
cludes with a return to the Irish tune in D minor. A
relatively simple piece, it is very suitable for interme-
diate students. It was published by Schott in 1906 for
viola and piano and is currently available in the
anthology Viola Music for Concert and Church, edited
by Joseph Boetje and published by Boston Music
Company (B.M. Co. 11013).

The Dark Road

The Dark Road for viola and string orchestra was pub-
lished by H. W. Gray in 1922 and presumably writ-
ten that same year. It was premiered on November
27,1922, with Mrs. Schradieck Aue as soloist. The
premicre was the inaugural concert for the Montclair
Art Association Orchestra, the predecessor of the New
Jersey Symphony Orchestra. The work is “practically
formed out of one very simple six-note theme. This is
treated for many measures with considerable sombre-
ness and severity of effect; but later gives way to a
sweeter version of itself (in the major) which is built
up to a climax. This leads, by means of a litde
‘bridge-passage,” to a return of the original subject.”™"
The work was never published in a viola and piano
reduction and probably received few if any perform-
ances other than the premiere. The short work is in G
minor and, as described above, contains a simple, lyri-
cal theme. The theme is repeated numerous times but
there is little variation, embellishment, or develop-
ment and little of harmonic interest. Easily it is the

weakest of his viola compositions, and it is unsurpris-
ing that it did not attract much attention.

Forsyth’s Musical Legacy

When evaluating Forsyth's lasting contributions to
music his reputation rests on his scholarly writings.
His book on orchestration is the most successful of
his works and has become a standard resource on this
topic. His thoughts on orchestration have influenced
generations of musicians, and while most musicians
are probably unfamiliar with his compositions, they
are much more likely to know his name from this
book. His writings on nationalism in English music—
most notably in Music and Nationalism: A Study of
have

English Opera, but also in other works
remained influential, particularly for highlighting
frustrations that many English composers were feeling
at the end of the nineteenth century and the begin-
ning of the twentieth century.

His compositions have proven much less enduring,
and it is essentially his viola compositions that have
remained in the musical repertoire. Certainly a large
share of Forsyth’s failure to leave a significant mark as a
composer rests with Forsyth himself. He never seemed
to build on the momentum of his early compositions.
In carly 1903 W. Barclay Squire ranked Forsyth in a
group of promising young composers and grouped
him with Cyril Scott and Ralph Vaughan Williams as
the most interesting of those composers.” “Of Mr.
Forsyth [ can only say that the songs of his which were
sung by Mr. Campbell Mclnnes (at Miss Verne’s con-
cert on the 3rd), and by Mr. Francis Harford on the
10th, impressed me so much by their strongly poerical
character, that I hope that before long other composi-
tions by him will be forthcoming.” Only a few
months later he achieved great success with the Viola
Concerto. A few other successful compositions fol-
lowed, but none that really stirred great excitement in
listeners or performers. Forsyth continued to compose
throughout the rest of his life, but other musical mat-
ters secemed to occupy his time, leaving less time for
perfecting his craft as a composer.

Many of Forsyth’s compositions were performed and
published during his lifetime, but several factors have
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subsequently contributed to the neglect of his compo-
sitions. Many of his pieces are out of print, and only a
handful of his works have been recorded. A significant
number of his works are large-scale orchestral picces
or operas, which means they are much less likely to
find a contemporary venue for performance than if he
had written more chamber music. The music for his
choral works and songs are largely unavailable, and
with the vast repertoire available for the voice it is
unlikely Forsyth’s contributions will see much of a
revival, though there are some hidden gems in these
vocal works. Also, his conventional compositional
style and general use of nineteenth century harmonic
language makes his works less interesting than some
of his contemporaries. Ultimately, in the larger frame-
work of music history his limited number of composi-
tions and their lack of innovative features do not
make him a prime candidate for a large resurgence.

The Viola Concerto is by far his most successful com-
position, and, speaking musically, it is perhaps his
best. It was an important piece in the history and
development of the genre for the viola. One of the
carliest viola concertos of the twentieth century, it
achieved critical acclaim resulting in numerous per-
formances during the first quarter of the century both
in Furope and America. Had Lionel Tertis or William
Primrose shown interest in the work, they likely could
have built on the early critical reception of the work
and made it a staple of the repertoire. The later com-
position of several significant viola concertos by other
composers in the twentieth century also helped to
push this work into the margins. However, with the
reissue of the music and two recordings, interest in
the work is being renewed. Both it and the Chanson
Celtique are gaining attention from violists once again,
and they are occasionally being performed on viola
recitals. While Forsyth's music is unlikely to gather a
great revival that many other English composers, such
as Frank Bridge, York Bowen, and Rebecca Clarke, are
receiving, his viola compositions are worthy of pre-
serving his legacy as a composer and deserve attention
from a new generation of violists.

— David M. Bynog is currently the Assistant Head of

Acquisitions at Fondren Library, Rice University. In addi-
tion to his work at the library he maintains an active per-
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Jformance schedule as a freelance violist in the Houston
area. His primary teachers have included Jerzy Kosmala,
Csaba Erdélyi, and Roberto Diaz. Bynog will begin his
tenure as JAVS Editor with the Summer 2008 issue.
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[N THE STUDIO

BUILDING A PRrREP VIOLA PROGRAM

by Melinda Daetsch

* The Irish step dancer bounds
onto the stage as twelve violists
play their two-part rendition of
the Drunken Sailor. At the end
of the performance, the audience
is on its feet applauding wildly.

Thirteen young violists tour France
and Switzerland performing in fine
concert halls, and also busking on

the streets to enthusiastic response.

A viola ensemble of sixteen play-
ers walks out on stage to perform
a “STOMP"-like version of a

Bartok duo, clapping and stomp-
ing Bartok's rhythms with energy
and style as the audience watches

in fascination.

Twenty-six violists take the field
dressed in the New Britain Rock
Cats baseball team's colors before
the start of the game to play an
arrangement of the National
Anthem in eight parts - 2000
people cheer in the stands.

A group of violists from the
United States joins violists from
all over the world to play a special
concert of viola ensemble music
in ‘Turin, ltaly after the Winter
Olympics; they form internation-
al friendships and create music
across linguistic and cultural
divides, perhaps giving hope for a
world where beauty can be shared
in spite of differences.
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Tour group performs in 12th century Church near Interlaken, Switzerland.

Viola jokes ? — Perhaps. But, each
of these five scenarios actually hap-
pened, and the outcome was that
more kids wanted to start playing
the viola after each of these events.
Comments like, “Wow, viola is

such a beautiful instrument! We
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had no idea!” came flooding in.
Asked to contribute some thoughts
and ideas on the topic of “growing
pre-college viola programs,” I start-
ed to think about why it is that the
pre college program at the Hartr

School has grown consistently over



the last six years. Perhaps the secret
to growth is to offer stimulating,
challenging musical goals, and to
build community within a program.
I have also learned that growth can
oceur in unexpected ways.

When I came to the Hartt
Community Division in 2002 |
was asked to develop and “grow”
the viola program. I immediately
thought of enticing violinists to
switch to viola. I thought of offer-
ing interesting viola events such as
field trips, masterclasses with visit-
ing artists, tours, and other “cool”
things. I myself had been a Suzuki
violin student who discovered the
viola when | was twelve years old
while attending a chamber music
camp that was in need of a violist.
I enthusiastically volunteered to
play the viola since I had always
wanted to play the cello anyway,
and [ figured that this would be
my way to the C string,

I had come to the viola myself
after eight years of violin lessons; 1
was unsure about introducing the
viola to very young beginning stu-
dents as their first instrument. |

Busking in Solothun, Switzerland.
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for students to come to the viola
after having had a firm foundation

in the violin.

Imagine my surprise when | dis-
covered that I would be teaching
some eager four and five year old
violists at the Hartt Suzuki pro-
gram who had consciously decided
that they really wanted to play the
viola (not the violin). “How can
they know this at such an early
age?” | asked myself. (Then again,
for that matter, how do kids know
that they want to play the *violin*
at such an early age?) The mother
of one of my five- year old viola
beginners informed me that she
had taken her son to watch the
teaching of different instruments
in group and individual lesson set-
tings and her son had been firmly
convinced after hearing all the
instruments that the viola was for
him. When he started his lessons,
he took to the viola with focus,
determination, and gusto, (I called
him my “mini Primrose”) and |
found myself revamping my ideas
about how to grow a viola pro-
gram. | had been thinking that the
growth would come from violinists

who wanted to switch to viola, or
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from students who had started
viola in the public school and now
wanted to have private lessons.
Growth has indeed occurred in this
manner, but | have been amazed to
find that every semester I have
more and more requests from the
parents of very young

children (and from the young chil-
dren themselves) who have heard
the viola groups perform and want
“that sound.” (Well, maybe it has
to do also with some of the
“shenanigans” — such as the clap-
ping and stomping Bartok rhythms
described above - that the viola
groups get into on stage as well.)

In the Suzuki Method students
receive private lessons and group
lessons every week and at the Hartt
Suzuki program, students are also
placed into one of five levels of
string orchestra as part of their nor-
mal curriculum. I am thrilled that
even the youngest violists can start
to have orchestral and ensemble
training, The life of a violist (ama-
teur or professional) is so much
abour playing in ensemble that har-
mony is much more a part of the
violist's life than just melody. Even
the youngest beginning level groups
of viola students start class by play-
ing scales in thirds and thus harmo-
ny becomes a normal part of their
lives. The fact is that hearing inner
harmonies and intervals is essential
for violists. This understanding fits
in nicely with “growing a viola pro-
gram’” since it highlights the fact
that music is usually not made
alone but in collaboration with oth-
ers, and social settings are a natural
result. Social settings of course give
rise to parties, and we all know that
violists love parties!



Once every semester we have large
group class concerts for all the instru-
ment gl'()LlPS in [hC Sll?,llk] pl‘ﬂgmn‘l
at Hartt. The violin group classes
play repertoire from the Suzuki litera-
ture while accompanied by the
piano. The viola groups perform
pieces arranged for Viola Ensemble
without piano (see wonderful ofter-
ings from Elizabeth Stuen Walker
and Joanne Martin) and the Suzuki
viola repertoire is performed with
duet/trio and quartet accompani-
ment from the more advanced viola
groups which results in rich harmon-
ic texture instead of simple unison
performance of melody. Prior to
every group class concert | gather all
the viola group classes together for a
couple of mass rehearsals (there are
about 45 students in the viola pro-
gram now). This group rehearsal is
always exciting and motivating for
the youngest viola students as they
look up to the older students and
realize that someday they will be
playing at advanced levels themselves.
The older students feel proud to
“mentor” the younger students, and
everyone experiences what it is to
play successfully in harmony. After
the most recent mass group class
rehearsal, the mother of my newest
viola beginner told me that her
daughter went home from the
rehearsal and got her viola our of the
case and kept playing all afternoon
because she was so inspired to hear
the wonderful sound of a viola choir
all around her and she couldn't wait
to be able to play more music herself.

Young musicians inspire each other.
My most advanced viola ensemble;

“The Hartee Community Division
Viola Tour group” is probably the
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group that has done the most to
recruit students for the viola pro-
gram at Hartt due to the fact that
they are the most visible perform-
ing group. The Tour group is open
to any violist who has polished and
memorized the Telemann Concerto
in G major, and who can make a
commitment to attend weekly
rehearsals. The group meets every
Saturday morning from 9:30-11
and does a fair amount of perform-
ing in and around the community,
and beyond (see above “ viola
jokes”). The group was in existence
when I came to the Hartt school as
an advanced Suzuki group class.
My colleague Emily Yaffe and 1
decided to reformart the group and
open it up to Suzuki *and* tradi-
tionally trained students who want-
ed ensemble experience. In the
fall of 2002 our group was com-
prised of a mere seven high school
aged violists and we met in a small
room on the ground floor at Hartt.
We experimented with various
viola ensemble literature offerings,
and were always looking for ways

to develop the group musically.

Shordy after we began to work
together with the Viola Tour Group,
Emily and I discovered that we both
were avid baseball fans and we figured
we could turn this mutual fanaticism
to our advantage to build our pro-
gram for young violists. One of my
friends had made an arrangement of
the National Anthem for eight violas
that I “premiered” with my viola stu-
dents at the Luzerne Music Center
Summer Music Program in a softball
game between the Philadelphia
Orchestra and the Luzerne Music
Center students the summer before |
moved to Hartford. (The Luzerne
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Music Center kids lost

the game, but the violists were a huge
hit!) Emily and T dreamed of our
viola group playing at a "real” baseball
game, and Emily was able o set up a
performance for our fledgling viola
group for the New Britain Rock Cas,
the farm team for the Minnesota
"Twins! Eight of us, including Emily
and me, donned the Rock Cats colors
and went to play on the field. This
event turned out to be a huge success
for the ballpark and for us. We have
been invited back every season for six
scasons. The Viola Tour group has
grown since 2002 to include more
than 25 students, and last season we
actually filled the dugout before we
went onto the field!. The violists now
look forward to this yearly event and
the youngest students can't wait until
they are able to be included. Families
are thrilled because they can invite rel-
atives to come and hear the kids play
in a setting that includes a ball game
as well as the performance. One fami-
ly scheduled a family reunion around
our ball game performance and
bought thirty tickets for their extend-
ed family members, most of whom
never would have darkened the door
of a concert hall, but were completely
up for accepting a “concert” at the

ball game! (Next goal? Fenway!)

When [ arrived Hartt in 2002, |
came with an invitation from the
Swiss National Suzuki Institute to
bring a group of students to the Swiss
National Conference that was slated
to be held in Bern in 2004. While it
seemed rather crazy to think of trying
to get the viola group ready to be
“musical ambassadors” to Europe in
only two years, this goal provided
such incentive and momentum that
we saw the group double in size in



one year. The sheer enthusiasm of the
members of the group spread to other
students in the school and beyond. In
pl‘t‘p;lmti()ll ﬂ)l' [h‘[.'\ rour [h(' I('VCI ()I‘
the group as a whole shot up at light-
ening speed and the individual mem-
bers of the group developed personally
on every level. The Tour was a huge
project, but the result was fantastic
beyond belief. The Tour group reper-
toire included Bach's Brandenburg,
Concerto # 6 (with violists on all
parts), and a feisty arrangement of the
Drunken Sailor for two violas. Since
our step dancer couldn't go on tour
with us, the members of the viola
group actually danced while they
played, which really brought down the
house wherever we performed in
Europe. Then there were arrangements
by Elizabeth Stuen Walker and Joanne
Martin of Shostakovich and Celtic
music, the Telemann concerto for two
violas, and a special arrangement of the
French National Anthem for four vio-
las which surprised and pleased our
French audiences who leapt to their
feet in amazement as soon as we start-
ed to play their anthem. The whole
trip was exciting, and the friendships
that formed within the group, and
with new international friends, contin-

ue strong to this day.

Since 2002, the viola program ar
the Hartt Community Division
has grown from a handful of vio-
lists to a hugc. solid group of 45
students. As a result, The
Connecticut Youth Symphony,
which also meets at the Hart
School, boasts a strong section of
14 violists, and the chamber music
program at the Hartt Community
Division has enough very able vio-
lists to supply every string quartet.
While not necessarily the goal of
developing the viola program,
many of the violists who have
come through the program have
fallen in love with the viola to the
extent that they are pursing their
viola studies at such schools as The
Eastman School of Music, the
Hartt School, The Interlochen
Arts Academy The Juilliard School,
The New England Conservatory,
Oberlin, [’c;ll‘)udy C()llscl‘vumry.
and many others. Many of our
current students and alumni go to
summer music programs such as
Aspen, Encore, The Great Wall
Program, Interlochen, The
Kennedy Center Orchestral
Studies Program, Kinhaven, The
Luzerne Music Center, The
Quartet Program, Tanglewood,

B (mrmn e S
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Tour group in Solothun, Switzerland (including new Swiss friends that were our hosts.)

and others. Motivation has given
rise to morivation. Some

alumni from the Tour group are
playing electric viola in rock
bands, enjoy playing viola in their
college orchestras, and some have
even started to teach the viola and
pursue Suzuki teacher training,

Many factors contribute to the suc-
cessful growth of a viola program. 1
have discussed just a few of the
endeavors that have worked in my
experience. | cannort close without
saying that for me there is an ele-
ment of “being in the right place at
the right time,” which may be the
single most important reason that
any program can succeed. [ have
been very fortunate in my teaching
career to work in places where peo-
ple were interested in and excited
about making music and learning
to play the viola. I have also been
fortunate to work with colleagues
who were like-minded and willing
to think way outside of normal
bounds, and to teach students who
have joy and enthusiasm to spare.
Come and visit “Violaland™ in the
“Harttland” any time, and you'll
see what | mean!

— Melinda Daetsch is Adjunct
Professor of Viola at the Hartt
School, (University of Hartford,
CT), coordinator of the Suzuki Viola
Program at the Hartt Community
Division, and. is on the faculty of the
Luzerne Music Center, NY. Equally
passionate about teaching and per-
[forming, Ms. Daetsch has been guest
artist with the St Petersburg String
Quartet, The Delasquale and
Everest String quartets, the
Philadelphia Piano Quartet, the
Claremont and Lions Gate Trios.
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AVS RETROSPECTIVES:

REFLECTIONS

ON THE 5TH

INTERNATIONAL VIOLA CONGRESS —
JUNE 3,4,5, 1977
THE EASTMAN SCcHoOOL oF Music

By Myron Rosenblum
Sunnyside, NY

Historic /)/mm.s' by Louie Ouzer,
Rochester, NY-
restored by Dwight Pounes

After the remarkable 3rd
International Viola Congress at
Fastern Michigan University in
1975, the second viola congress on
American soil, the 5th International
Viola Congress, took place two
years later on the campus of the
Eastman School of Music in
Rochester, New York. Initial efforts
to hold the congress in Banff,

Canada suddenly fell through; so

with the assistance of Louise
Goldberg (violist and librarian at
the Eastman’s Sibley Library) and
Francis Tursi (Eastman’s viola fac-
ulty), the congress was arranged

and rook place in June, 1977.

This congress featured an almost
entirely new roster of viola soloists
and teachers, and, like the 3rd
Congress, highlighted William
Primrose as honored guest and
speaker. In addition to Mr.
Primrose, this congress was graced
by the extraordinary talents of
Francis Tursi, Walter Trampler,
Paul Doktor, Michael Tree, Jacob
Glick, Martha Strongin Katz, and

Walter Trampler performs Rolla with Air Force Chamber Orchestra.
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Heidi Castleman. Other violists
who appeared as performers were
William Berman, Robert Co

Harold Coletta, Myron Rosenblum,

c¢man,

and Robert Slaughter. Well-known
violists Lillian Fuchs, Ernst Wallfisch,
William Lincer, Abraham
Skernick, and Karen Tuttle were
invited to participate, but for vari-
ous reasons declined and we can
only speculate how much better
this wonderful congress would

have been with their presence.

The opening event was a concert
of unusual concertos for viola with
orchestra. Assisted by the United
States Air Force Chamber
Orchestra, Robert Coleman was
viola soloist in Sir William
Herschel's Concerto in F; Harold
Coletta, violist was featured in

Roman Hoffstetter’s Concerto in E

flat and Robert Slaughter, viola

and Myron Rosenblum, viola
d’amore were the two soloists in
Christoph Graupner's Double
Concerto in D. For those who still
believed in the dearth of Classical-
period viola concertos, it was a rev-
L'I;\li()l] Lo lL'ilT“ lhill HL'I'HChL'Iq
whose legacy remains as a famous
astronomer (he discovered the 8th

planet, Uranus) and Hoffstetter,



William Primrose surrounded!

who is now known as the true
composer of the Haydn, Op. 3
string quartets, each composed
three viola concertos. Graupner, a
contemporary of Bach and
Telemann, was fond 0f both viola
and viola d"amore. Not only did
he write two concertos for viola
d’amore and viola soli with strings,
but composed a Sinfonia for soli
viola d’amore, cello, and bassoon
with 3 violas and basso, as well as
employing viola in a solo capacity
in tWo operas —Dido (1707) and

Antiochus and Stratonica (1708),

The turnout at this congress was
somewhat smaller than at Ypsilanti
but still impressive. The directory
made available to all members at
the congress listed a total of 250
attendees, performers, and speak-
ers. Nevertheless, the prevailing
dynamism, excitement, and gener-
al enthusiasm at the EMU con-
gress continued at Eastman. As in
Ypsilanti, the presence of William
Primrose electrified us all and to
have the opportunity to hear him
speak and mix informally with all

us was a unique experience.

Solo recitals were given by, in
chronological order: Walter
Trampler (Rolla’s Rondo in I and

Joh. Amon’s Concerto in G- both

with orchestra- plus Shostakovich’s
Sonata); Paul Doktor (Sonatas by
Schubert, |.S.Bach, PLocatelli, and
Brahms, plus John Biggs's
Invention for Viola and lape); and
Francis Tursi (Sonatas by Verne
Reynolds and Brahms, plus Bloch’s
Suite). A concert of music for
multiple violas offered music by
James Fry and Raymond Helble.
Among the fine violists who per-
formed in these multiple viola
pieces were Sally Banks, Jeffrey
Irvine, Leslie Blackburn, Karen
Griebling, and Marna Street.

The Cleveland Quartet - Donald
Weilerstein and Peter Salaff, violin-
ists, Martha Strongin Katz, violist
and Paul Katz, cellist, performed
the Ravel quarter and Mozart’s
wonderful D Major quintet with
Francis Tursi as guest violist. How
gratifying it was to hear Katz and
Tursi play Mozart so wonderfully
together.

Other events of note included a
lecture by John Celantano (Viola
Pedagogy — High School and College
Level) and lecture-demonstrations

by both Carleen Hutchins (Violas

from 12 to 20 inches — Their

Research and Development, which
was impressively illustrated by
William Berman playing
Persichetti’s Infanta Marina on Ms.
Hutchins’s 20 inch viola) and
Jacob Glick (Music for Viola and
lape Since 1970, in which Glick
performed intriguing music by
Jean Ivey, Joel Chadabe, Diane

Thome and Thea Musgrave). Glick
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alter Trampler and William Primrose
Walter Trampl { William P

was a fine violist and musician
who had a passion and a commit-
ment to contemporary music and
dedicated a good part of his profes-
sional life to it. Heidi Castleman’s
Some Seldom-Considered Aspects in
Playing the Bach Suites had fasci-
nating and thought-provoking
insights, focusing on aspects of
tempo, meter, phrase length,
rhythmic patterns, bow strokes,
and the background of French and

[talian styles in the Baroque and

dance steps of the period. Two
excellent Castleman students--
Mary Ruth Ray and Allyson
Dawkins-- illustrated Ms.
Castleman’s theories and approach
to this superb music, played on
viola with much enthusiasm and

conviction.

Paul Doktor’s master class focused
on Brahms’ Sonata op. 120, no. 2,
Bach’s Gamba Sonata No. | and

Hindemith's Der Schwanendrebher.
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Leslie Blackburn, Nina Falk,

Jeffrey Irvine, and Paul Silver were

the impressive students with whom

Doktor worked.

Needless to say, one of the high-
lighrs of this congress (as with the
3rd International Viola Congress
at EMU) was the presence of
William Primrose. The attendees
were invited to submit questions to
Mr. Primrose, and so for two
hours we were graced by the inspi-
rational, often witty, perceptive, and
experiential commentaries of one of
the great string players of the 20th
century who was, along with Lionel
Tertis, surely the “Father” of mod-

ern-day viola pluying.

Louise Goldberg gave two events
of interest: Virtuoso Viola Music
Around 1800 in which Marna
Street performed Georg A.
Schneider’s Solo for Viola No. 5,
Hoffmeister’s Concerto for Viola in
B_/fn'! I‘m{/'nr ()/L'.\. another
Hoffmeister viola concerto!), and
Giacomo Zucchi’s Téma con
Variazioni. Immediately afrer
Dokrtor’s solo recital on the second
night, there was a “mini-concert”
of viola d’amore music from the
Huberty Collection, a MS that
exists in the Sibley Library and
which Dr. Goldberg edited and
had published. This music was
played by Dr. Goldberg, E.
Markus, and Marna Street.

Walter Trampler, looking as elegant
and dapper as always, held an open
discussion with the audience and
gave much insight into practical
aspects of viola technique, practic-

ing, and performance. Michael



Michael Tree

Tree, a crossover violinist and now
d .‘Q[l‘(’l]g P“)P()“L'ln (]l-lhk' \'i()l.l,
talked on 7he Viola in the String
Quartet. Questions from the audi-

ence were invited in both talks.

A business meeting of the Viola
Research Society (the prcdccawn‘
of the American Viola Society and
the American chapter of the inter-
national society, the Viola
Forschungsgesellschaft) took place
on the first day and the many pro-
ductive discussions held that day
W()llld lil‘\/' lh(' gl‘(lll“d\v()l'l\' fi)l' [l]C
next stages of the American Viola
Society, such as the escablishment
of chapters; future elections of the
Executive Board (Marna Street and
Ann Woodward were accepted as

ICIHP()I';H“\’ secretary ;md creasurer;

Louise Goldberg was already act-
ing as temporary vice-president);
newsletters; more student involve-
ment; exhibits of new violas;
l~L|[l]l’L’ ((?|1g|’k'55c3; ﬂn(l 4 com-
posers’ showcase for new viola

compositions.

[t is intriguing to see some of the
other important violists, viola
teachers, and AVS-affiliates who

came to the congress as attendees -

Harold Coletta tries out an instrument.

- Roberto and Manuel Diaz,
Nathan Gordon, Karen Dreyfus,
Burton Fine, Baird Knechtel,
Robert Oppelt, Guillermo Perich,
Dwight Pounds, William Preucil,
Maurice Riley, Karen Ritscher,
Thomas Tatron, Lawrence
Wheeler, Ann Woodward, Eric
Chapman, and Franz Zeyringer.
Many of these have gone to posi-
tions of greater prominence in the

viola world.
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Though the Eastman congress was
less glamorous than its predecessor
in Ypsilanti, it was still outstand-
ing, largely owing to the superb
artists who performed. To have
William Primrose, Paul Doktor,
Walter Trampler, and Francis Tursi
all together for these few days pro-
vided an exceptional experience for
us all. Tt is with some sadness to
note that most of these viola
soloists who took center stage ar
Eastman are no longer with us.
But their legacy continues in their
recordings and their many pupils
who have filled that void in today’s
viola world.

It was the role of both the 1975
and 1977 congresses to set the
stage for the many impressive

VIENNA PHILHARMONIC (PR, VLS,)
ALBAN BERG STRING QUARTET
DEUTSCHE KAMMERPHILHARMONIE
NEW YORK PHILHARMONIC
JOACHIM-KOECHERT QUARTET
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International Viola Congresses that
followed and it is most gratifying
to see how these musical events
have grown and blossomed, to
offer great violistic and musical
experiences, abounding with out-
standing viola talent. As William
Primrose said in his 1975 talk at
Yspilanti, “You've come a long way,

baby!” Yes, indeed!

— Myron Rosenblum, violist/viola
damore player, was the creator and
founder of the Viola Research Society,
the predecessor of the American Viola
Society and the first president of the
AVS. His viola studies were with
Lillian Fuchs, Walter Trampler and
William Primrose. He has appeared
at many International Viola
Congresses as speaker and performer

and was intimately involved in the
programming of the first two con-
gresses on American soil, at Eastern
Michigan University, Ypsilanti
Michigan in 1975 and the Eastman
School of Music, Rochester, New York
in 1977.

GEOFFREY OVINGTON

MAKER OF VIOLINS,
VIOLAS AND CELLI

Instruments of Distinction
Played Internationally

(GEOFFREY OVINGTON VIOLINS

STANTON ROAD
SHUSHAN, NY 12873
US.A.
518-854-3648

Los ANGELES CHAMBER ORCHESTRA
BUFFALO PHILHARMONIC
LAFAYETTE QUARTET
BAVARIAN RADIO SYMPHONY (PR, VLA.)
ST. CECILIA CHAMBER ORCHESTRA
PROMETHEUS QUARTET

27

NUMBER 1
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ALTERNATIVE STYLES

VioLA WORKS BY JAMES GRANT AND
ADVENTURES IN COMMISSIONING

by Michelle LaCourse

James Grant is one of those rare
contemporary American composers
who enjoy a thriving career outside
of academia. His music is fresh and
eclectic, exploring a wide variety of
harmonic and formal approaches to
everything from solo instrumental
pieces to major works for sympho-
ny orchestra and chorus. Violists
have a true fan and a friend in
Grant, whose appreciation for the
dark, moody, and rich sounds of
our instrument has led him to score
an impressive number of pieces for
viola. These include works of a fan-
ciful nature, and a number of picces
written in a jazzy, “blues-y” style,
which I believe is a welcome addi-
tion to our recital repertoire. I love
the viola repertoire, but I must
admit that it is dominated by big,
heavy and somber works (and, 1
would guess, the highest percentage
of elegies in any instrument’s rep!)
Who doesn't love the chance to sing
high drama through our instru-
ment? But I've often sought new
ways to lighten the mood of viola
recital programs while including
only truly worthwhile composi-
tions. Jazzy, fun, quirky, sultry, or
eccentric are adjectives not often
used to describe pieces we play, but
here we have a wonderful collection
of just that sort, in pieces long and
short, presenting a wide range of
technical challenges. What follows

are overviews of nine viola pieces

written by James Grant. Along the
way, I'll also describe some options
for commissioning new works, a
satisfying venture that is not nearly
as complicated or difficult as one

might assume.
g

Torch for viola and string
orchestra (2001): In 1997, | had

the good fortune to be one of the

violists (along with Eve Abraham
and Michael Kimber) invited to
present the first performances of
Grant’s new viola concerto with a
consortium of orchestras. Each
orchestra contributed to the com-
missioning fee, and the “multiple
premieres” were all presented with-
in a span of several months. After

the initial performances of the
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viola concerto, the composer, always
responsive to feedback from soloists
and conductors, revised the concer-
to, and the final version of the work
emerged as the piece that is now
entitled 7orch. In this version, the
piece is about fourteen minutes
long, and is separated into three dis-
tinct movements. The first is a gen-
tle dance including playful
exchanges between the viola soloist
and the strings of the orchestra,
gradually increasing in intensity and
flirting with dissonance. The second
movement, entitled “Recitative”
allows ample opportunity for the

JOURNAL

soloist to explore colors and tonal
variety in its intense and slowly
unfolding turbulence, which evolves
into a cadenza section that explores
all ranges of the instrument and a
broad palette of emotions as well as
virtuosic technical challenges. The
final section of the piece explores the
harmonies and lush melodic style of
the popular American 40s and 50s
ballad or “torch song” (typically
about love and longing, or “carrying
a torch” for someone). It was this
part of the piece that inspired me to
ask Grant to write me a set of torch
songs for viola and piano.

Chocolates (torch songs for viola
and piano) (1998) is a three-
movement work (about sixteen
minutes long) written completely
in the language and style of those
passionate and runeful ballads and
jazz improvisations known as torch
songs. The first includes a quasi-
recitative “song intro” section that
develops into an expansive tune
with varied presentations of the
line and chord progressions full of
jazz and blues harmonies that
would bring out the “closeted
nightclub singer” in any of us. The
second movement is in a slow bal-
lad style, full of yearning and remi-
niscence. The third movement,
entitled “Triple Mocha
Indulgence”, takes melodic materi-
al and chord progressions through
three distinct trearments (in slow,
moderate, and fast sections), with
delightful results. Short quotes of
melodic material from Gershwin,
Bach, and others emerge here and
there in improvisation-style sec-
tions (a la Art Tacum), and along
the way we hear everything from a
“soft shoe” section to a “honky-
tonk piano” solo. Grant subse-
quently orchestrated the piano
part, thus adding another concerto
to our repertoire in a fresh and
very attractive style. I commis-
sioned Chocolates (original version
with piano) in part with “faculty
development funding” from the
university where I was teaching at
the time. Many colleges and uni-
versities (especially state schools)
have a pool of funds available for
faculty members to use toward the
purchase of scores or equipment
that will help in their teaching stu-
dios, or for special projects that
will aid their career development
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or that will “contribute to the field.”
Funding for such projects is some-
times restricted to travel money to
attend conferences or to perform
abroad, but some schools will con-
sider commissioning new music as a
“fundable” project. In many cases,
special application needs to be made
for use of school funding with no
guarantee of receiving anything
(much like applying for a grant),
but in others, there is an amount
equal to a set percentage of the fac-
ulty members’ salary available annu-
ally, as long as a legitimate request is
made for its use.

Truffles (more torch songs for viola
and piano) (2000), an eleven-
minute, two-movement work, was
also commissioned with help from
the same faculty development fund-
ing. I enjoyed the previous set of
“torch songs” so much, and audi-
ences responded so well to it, thac |
simply wanted more. Technical chal-
lenges are of a significantly higher
level in this set, which contains
more writing that sounds like spon-
taneous and complicated improvisa-
tion. Training in jazz playing is not
required to tackle these pieces, how-
ever. In both Chocolates and in
Truffles, Grant artfully notates the
rhythmic freedom thar we hear in
jazz singing ? the anticipations,
“late” entrances and what sound like
spontaneous alterations of rhythm
and improvisations. One doesn’t
necessarily need to study Billie
Holiday, Ella Fitzgerald, or Sarah
Vaughan recordings to learn how to
bend and alter subdivisions and
entrances for these picces (since the
composer has written this all out),
but familiarity with those “torch
singers” can provide a great intro-

Eccentric
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duction to the genre, and make it
clear why the viola is such a natural
instrument for this sryle.

Waltz for Betz (vla/pno, 1999) was
originally composed for piano solo.
Grant had written it as a musical
Valentine (for finc-art photographer
Elizabeth Siegfried, to whom he is
now married ? a successful
Valentine, to be sure!) | heard this
plecc [" “.'h' Pl'.ln() S()I() V(_'I'Sl()n over
the phone, while discussing the
torch song pieces, remarked that |
thought it really would sound lovely
with a viola line, and commissioned

the version for viola and piano.
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About five minutes long, the piece
presents clear reference to Satie’s
Gymnopedies in the piano opening
and accompaniment, but with more
than a touch of Mancini in the har-
monic language chosen. Grant later
orchestrated the piano accompani-
ment (for string orchestra), making
a gorgeous “miniature” to add to

our repertoire with orchestra.

Sultry and Eccentric (vla/pno,
2000) began its life for tuba and
piano, commissioned by a consor-
tium of 51 tuba players, who each
contributed to the project. Having
discovered Grant’s flexibility and

1
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adeptness at reworking pieces for

other instruments, and still hungry
for more writing in the torch style,
I asked about other recital-type
music he had written recently.
After he introduced this eight-
minute, two-movement work to
me in its original version for tuba
and piano, it didn't take long to
convince him to make a viola ver-
sion of the piece. With apologies
to the tuba world (1), I think the
piece gains enormously from the
sound and colors of the viola, and
like to believe that the composer

J()URN/\L OF THE AMERICAN VIOLA SOCIETY

had the sound of the viola in his
ear as he was writing it in the first
place since viola was the first
instrument for which he wrote in
this style and harmonic language.
The first movement (Sultry) is yet
another torch song, while the sec-
ond movement (Eccentric), features
quirky runs and leaps, and a highly
cccentric rthythmic and melodic
palette.

Stuff (2001) found me continuing

my spree of theft from our tuba-
playing colleagues. 78 tubists from

32

30 states and three countries joined
Grant’s “2001 Solstice/Equinox
Commissioning Consortium,” and
as cach Solstice and Equinox
approached during that year, a new
piece was sent out to the partici-
pants. Here was a new goldmine of
shorter works that I convinced
Grant would sound wonderful on
viola. After the proper amount of
time had passed during which com-
missioning artists have sole rights to
new pieces, he proceeded to create
versions for viola, with new possibil-
ities for octaves, slurs, articulations,
and double stops in mind. Stuffis a
theme with seven character-driven
variations for unaccompanied viola.
The five-minute work gives a short,
melancholy theme a wide variety of
treatments from a lullaby to “car-
toon music” to a swing variation.

Just a Thought (vla/pno, 2001) is
about three and a half minutes in
length. In it Grant provides a
sweetly singing line for the viola,
(think more of a chance to be a
“crooner” here than a torch singer),
exploring melancholy, reflection,
love and hope with a warm and
immediately accessible setting in
the piano. The picce could be a
touching encore piece or “just a
thought” amid contrasting pieces
on a recital program.

High Autumn (vla/pno, 2001), at
about four minutes, presents a
completely different language from
the other pieces in the collection.
Slow and regal, with dramatic, ges-
tural writing and harmonies at
times somewhat reminiscent of
Copland, one can almost see and
feel a radiant New England
Autumn as the piece unfolds.
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Endorphins (2001) is a five-minute
piece also for viola and piano. As the
tempo heading “Aerobic” suggests,
the movement is fast-paced, fun, and
exciting. Rapidly changing meters
and playful exchanges between viola
and piano make the piece a treat for
the performing duo. A middle sec-
tion with references to the themes of
Stuff-and Just a Thought and a moody
cadenza recalling High Autumn give
the piece a dramatic core, after which
the fun resumes and the collection
closes in high spirits.

And Next...

At the time of this writing, Grant
is working on a piece for unaccom-

panied viola, to be complete later
in the year.

[All musical excerpts are copyrighted
and used with permission of the
composer. Music is available through
the composer’s website,

www. JamesGrantMusic.com,
which also includes audio samples of
the pieces.]

More thoughts on commission-
ing music:

Meet The Composer, Inc. publishes a
helpful set of guidelines and sugges-
tions for commissioning on their
website www.meetthecompser.org,
Remember that there are many fac-
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tors that will aftect the cost of a com-
mission, including the composer’s
fame, how busy they are at any given
time, and how desirable the project
seems to them. Composers are also
naturally interested in having their
picces performed as much as possible,
SO commissioning consortia are an
attractive arrangement, and this
approach significantly reduces the
cost to each participant as well,
Ensembles or solo performers who
have ongoing relationships with
music festivals sometimes have pieces
commissioned by the festival's organ-
izers, and the piece will receive its pre-
miere on a festival concert.
Foundations and competition spon-
SOIS SOMELMes Commission New
works, and there have been numerous
pieces requested and written as gifts
or memorials, by former students, by
family members or relatives, or by
organizations, in honor of a colleague,
mentor, or friend. Helping to bring a
new piece of music into existence is
an exciting and rewarding venture,
and could bring the next wonderful
composition into the repertoire. In
addition to gaining a satisfying new
picce to play, those participating in
the commission enjoy a decidedly
personal connection to the music. |
highly recommend it!

— Michelle LaCourse teaches viola at
Boston University, where she is also
Chair of the String Department. She
has given master classes at music schools
across the country, and during the summer
months she teaches and performs at the
annual Karen Tuttle Viola Workshops,
BU’s Tanglewood Institute, and the
International Chamber Music Course
and Festival of Positano, Italy.
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2008 North American Viola Institute
At

The Orford Arts Center, Quebec
June 15-June 19, 2008

2008 Institute Faculty

Heidi Castleman: The Juilliard School
David Holland: The Interlochen Arts Academy
Jutta Puchhammer-Sédillot: Université de Montréal
Daniel Sweaney: The University of Alabama
Rebecca Albers: The Phoenix Quartet
Yi-Fang Huang- Sonata Coach and Collaborative Pianist: The Juilliard School

This summer's Institute will include daily technique and master classes,
private lessons, scale classes, and performance opportunities.
Technique classes emphasize left and right hand skill development and
master classes focus on repertoire.

The week encompasses 14 hours of performance classes and
7 hours of technique classes.

Admission is limited to 24 participants and 16 auditors, ages 14-24.

Testimonies from the 2007 Institute
"That viola institute has taught me so many new interesting ways of practicing, I'm so excited." —-A.K Participant.
"There was so much to learn and it made me realize that there is a lot of talent in every one of us!!" -A.G Participant
"I had a great time. | hope l'll see you next year and have the chance to work together again." —L.F. Auditor
“I had a blast at the Viola Institute and gained a lot!" —-K.G. Auditor
"She was absolutely thrilled with the program, the faculty, and her experience there. She left with some very meaningful
and helpful advice from your faculty, and this gave her a big boost in her performance confidence." —K.D., Parent

Application deadline: April 4, 2008.
Audition information and applications available
from the Orford Arts center: www.arts-orford.org




FRESH FACES:

SARAH BYLANDER MONTZKA:
A TALENT FOR STARTING FROM SCRATCH

By Lembi Veskimets

Every one of us was, at one point,
an absolute beginner on our instru-
ment. We all had a first teacher,
someone who showed us how to
hold the viola and make our first
sounds on it. How we experience
the beginning of our musical life
can help determine whether we per-
severe in our musical studies, how
many technical issues we have left
to overcome and how comfortable
we are performing. It takes a spe-
cial communicator with an organ-
ized mind and a pedagogical back-
gr()und to lay this foundation. For
most of us, starting a student from
scratch would be daunting at best,
but for Sarah Montzka it is “the
most enjoyable experience” in her

career as a private studio teacher.

Starting college, however, Sarah
thought she was headed for life as

a pl‘O[-L’SSi()[]ill ()l'k'l’lt'Sll"d musician.

leaching at Montzkass studio.

VOLUME 24

As someone who thrives on inter-
acting with others, she soon dis-
covered that the hours of solitary
practice required to prepare for
orchestra auditions was not for her
and took on extra coursework in
pedagogy. She realized that teach-
ing could become the art form
through which she could best
express herself. Her path led her
first to serve as Coordinator of

Education Programs for the

Jacksonville Symphony during

which time she also performed as
an extra in the Jacksonville,
Savannah (GA) and Charleston
(SC) Symphonies. She took away
from those experiences the strong
feeling that “kids can enjoy truly
beautiful music even if it is new to
their ears.” In her view, children
do not need to be won over by
pop or movie music they already
know but rather, be exposed to

good quality performances of great

composers. In her work, she is

It ‘ﬂ‘

35

NUMBER 1

Violapalooza participant, 2007.

inspired by the reminder of
Leonard Bernstein challenging his
Young Peoples Concert audiences

to ask “What does music mean?”

Now living in Chicago, Sarah teaches
students aged 3-18 at the Music
Institute of Chicago using the Suzuki
method. Developed by Shinichi
Suzuki in the mid-20th century, this
educational philosophy teaches that
any child can learn music just as he or
she learns his or her native language -
by immersion in a musical environ-
ment, learning by ear before learning
notation, playing in groups, and per-
forming in public often. It also
involves the parent supervising the
youngster's practice every day and a
Suzuki-trained teacher.! However,
Suzuki’s goal of this music education
was to “nurture young, people” who
“through playing beautiful music,
W()Uld gl‘()w int(] g()()d PC()P'C Hnd

make a more peaceful world,” accord-
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MODERN MAKERS:

VWHAT’S IN YOUR VioLA CASE?

By Eric Chapman

The question “What's in your Wallet?” frequently
asked in a’TV commercial is closely related to what's
in your viola case. Balancing budgets and musical
needs is, for most musicians, a delicate tightrope.
Then there is also the necessary art of compromise
in the selection of any viola, as there is no perfect
instrument anymore than there is a perfect perform-
ance. Also crucial is balancing expectations for your
new instrument with the work required to get the
instrument to behave, thereby becoming the viola of
your dreams. Just as your child will need music les-
sons to progress, your viola will require a very good

luthier to keep the instrument developing properly.

The present ecconomy and budget constraints among
arts organizations create many problems.
Compounding these issues is the shortage of violas.
If market availability and price considerations have
left you limited options in terms of size, string
length, and desired sound, you are nort alone.
Perhaps my own journey down the same path can

help focus the process.

Even being a violin dealer specializing in violas, my
search for the “right” small viola remains difficult.
As I get older, rehearsals seem to lengthen and the
risk of injury increases. | would like to downsize a
bit. If I can’t find the elusive instrument in a reason-
able price range, I am a firm believer in commission-
ing an instrument. But what model do I select, and

who has been highly successful with that design?

Among my favorite models are those developed by
G. B.Guadagnini (1711-1786), one of the greatest
Tralian luthiers of the Classical Period. Like
Stradivari, who made few violas in his 93 years (only
eleven are now known), the Guadagninis are credit-
ed with only nine violas in Joseph Rode’s wonderful

book on the family. Duane Rosengard’s new, defini-
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Guadagnini model by William Scotr, 2004.

tive study of G.B. (published in 2000) photographs
and lists four of those instruments, providing invalu-

able measurements for each.

What makes the Guad models so attractive? They
are under 16" and pack considerable cutting power,
relieving both the player of back problems and the
conductor of worries about loud orchestra brass.
They are user-friendly given the short string length
and a slanted and narrow upper shoulder. The
model also secems to adapt to various modifications

which many good makers find appealing.

NUMBER 1
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Guadagnini model by William Scott, 2004.

Once | decided that the Guad model would best suit
my needs, | was faced with the next question: Who
are the top makers with a track record of success
with such a model? While no one can possibly
know all the top makers, three who made outstand-
ing Guad models came to mind. William Scott of
Minneapolis won two Violin Society of America
Gold medals for viola, both made from a
Guadagnini-based model. 1 had the pleasure of play-
ing cach at the various VSA competitions. Tschu Ho
Lee, the former director of the Chicago School of
Violin Making and an internationally renowned
expert, recently celebrated his 75th birthday with
the creation of instrument #349, a 16" Guad
inspired instrument now in the possession of my

daughter. It is an amazing instrument with a back

fashioned from 100 year old slab cut maple and the

sound of a great old ltalian viola. Frank Ravarin,

universally recognized by colleagues as one of the
world’s best, has ten Gold medals and a five-year
wait list. Like Scort and Lee, Ravatin’s Guad model
has been highly successful. Among the memorable
ones | have seen and played were two copied from
the famous original owned by Bernard Zaslav. My
regular viola is from Ravarin’s Gold Medal quartet at
the VSA international competition.

Once that a maker has agreed to make the desired
model, what next? The debate, ongoing as this arti-
cle goes to press, concerns wood selection. Should
the back be slab cut maple where the wood is har-
vested by cutting across the log or quarter cut where
the wood is cut in a pie shape? It is the dilemma.
My personal preference is for slab cut backs because
the wood strength is generally not quite as stiff, the
graduations can be slightly thicker and the sound is
warm and often darker in timbre. The maker’s pref-
erence with this particular pattern is for quarter cut,
as he feels that the sound will be bit more focused
and therefore more conducive to concert quality,

which is of course the bottom line.

What can | expect when the instrument arrives?
Like any newborn 1 will need TLC. Above all else, 1
will need patience with the instrument and 1 must
be willing to experiment with set up and string
selection. What the instrument likes best for strings
at the outset my change to something else within a
week or two. With top makers, | know the instru-

it bCC()I'ﬂCS a mateer

ment will be very high qualiry
of getting it the way | want it (or in some cases the

way my wife wants to hear it!).

— A founder and current Board member of the Violin
Society of America, Eric Chapman owns Eric Chapman
Violins, Inc. 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 VSA.

J(“)UI{N/\I. OF THE AMERICAN VIOLA SOCIETY

38



MEET THE SECTION

BBC ScoTTIsSH SYMPHONY
ORCHESTRA VIOLAS

By Rik Evans

The BBC Scottish Symphony
Orchestra is based in Glasgow and
was founded in 1935. In January
2006 the Orchestra was excited to
move from its home for the last
seventy years, a rather depressing
studio in the BBC Scotland build-
ing in the West End, into the
heart of the city to the infinitely
more inspiring City Halls, a light
and airy 1,200-seat hall of a shoe-
box design with beautiful stained
glass windows down either side of
the hall. Famed for its great
acoustics, Ciry Halls was built in
1841, closed in 2003 for a $30
million refurbishment, and
reopened with the arrival of the
Orchesrra.

The BBC has five full-time
orchestras. Aside from us there is
the BBC National Orchestra of
Wales, in Manchester the BBC
Philharmonic, and in London
both the BBC Symphony
Orchestra and the BBC Concert
Orchestra, the latter of which spe-
cialises in lighter music. Aside
from the Concert Orchestra,
every concert the other orchestras
perform is recorded, or sometimes
broadcast live for BBC Radio 3.
Radio 3 is a station devoted main-
ly to Classical music bur also fea-
tures Jazz, World Music, and
Drama.

Holiday Gathering 2007. Standing (I to r): Jacqui Penfold, Scott
Dickinson, Rik Evans, David McCreadie, Eilen Berridge. Sitting: Robin
Panter, Sarah Chapman, Alice Batty, Andy Berridge. Fully Reclining:
Fiona Richardson.

Our Chief Conductor is Han
Volkov, who has been with the
orchestra since 2003. When
appointed he was the youngest
ever chief conducror of a BBC
Orchestra. His concerts often fea-
ture very diverse programming; he
is passionate about both modern,
innovative music and works that
I]HVL' not hc(.'n Pl'l'F()l‘ﬂ‘lCd Il)" d
long time. One highlight per-
formed recently was a piece for
‘wired conductor’ and orchestra,
and fearured Ilan with various
wires emanating from his person.
When the wires connected with
cach other they would trigger vari-
ous samples from the PA. Tlan will

step down in 2009 and the post
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will be filled by Edinburgh-born
Donald Runnicles, currently
Principal Conductor at San
Francisco Opera. Our Associate
Guest Conductor is Stefan Solyom
from Sweden, a young conductor
whose zest and enthusiasm bring

great results from the orchestra.

Our schedule varies greatly from
week to week; mainly we rehearse
for concerts but we often make
CD recordings for Hyperion
Records, or dedicated programmes

for Radio 3.

Although based in Glasgow, our
orchestra performs all over

Scotland and travels the most of



the BBC orchestras, often as far as
Aberdeen (150 miles) or Inverness
(170 miles). During the summer
we play several concerts for the
Edinburgh International Festival
and make a couple of trips to
London to play at the BBC Proms
at the Royal Albert Hall. We tour
abroad occasionally too, most
recently to Prague, and 2008
brings extensive tours to Holland
and China. The week [ joined the
Orchestra, in March 2006, we
went on a tour of South America,
taking in Brazil, Uruguay and
Argentina which was both a fan-
tastic experience and a great time

to join...

lot of fine steak, and as the evening
wore on the proprictor brought
several bottles of a local, rather
undrinkable firewater-type spirit
known as ‘Ron.” On our walk back
to the hotel our evening was inter-
rupted by two police officers who
took mild exception to two mem-
bers of the section (who shall
remain anonymous) attempting a
swim in the large, ornate fountain
situated in the square outside our
hotel. Following some diplomatic
discussion in our respective lan-
guages, our heroic violists got away
with a slight ricking-off, and the
officers even agreed ro pose for a

photo with us as a goodwill gesture.

South American Night Out. Back row (I to r): Andy Berridge (arms in

air), David McCreadie, Eilen Berridge, Robin Panter, Jacqui Penfold, Jo
Galbriath. Front row: Fiona Robertson, Scott Dickinson, Alice Batty, Rik
Evans.

The tour to South America also
saw something of a rebirth of a tra-
dition of the now-legendary viola
section nights out. According to
the section’s two longest serving
players, until that tour there hadn’
been a viola night out in at least a
decade. The night began with a

fantastic meal mainly involving a

And so to the members of the

section...

Scott Dickinson is our leader.
Scorr joined the orchestra as prin-
cipal viola in 2002 after being the
violist in the acclaimed Leopold
String Trio. He is married to Sue, a
flautist and has a busy family life

with two young children, Ben and
Jamie. When time permits Scott
enjoys hillwalking, reading, and
socialising. He plays a Maggini
copy viola by John Dilworth,
made in 1998.

Andrew Berridge is our Number 2
and joined in April 2003 following
a freelance career based in the
north of England. Andy studied at
Liverpool University and took a
two year postgraduate at the Royal
Northern College of Music. He is
married to Eilen, also a member of
the section, and they live in the
countryside outside Glasgow. He
enjoys hillwalking, chamber music,
and sailing. Andy plays a viola by
George Stoppani from 2001.

Our Number 3 is Jacqui Penfold.
She studied at the Royal
Manchester College of Music and
joined the orchestra twice, first in
1977 after jobs in the Hallé and
Bournemouth Symphony
Orchestra. She left to freelance and
look after her children in 1978,
before joining again in 1991.
Jacqui is something of a property
magnate and enjoys fast cars. She
plays a Wilfred Saunders viola
made in 1971.

Fiona Robertson is from Glasgow
and studied at the Royal Scottish
Academy of Music and Drama.
She is the longest serving continual
member of the section, joining as a
tutti player in 1983, She was made
Number 4 in 1991. Fiona has a
busy family life with three children
and enjoys archacology and craft-
work. Her viola was made by
Victor Unsworth in 1993.
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At the moment there are five Tutti
players; the strings of the orchestra
were expanded when we moved to
City Halls; we have one position

still to fill, which will take the sec-
tion from eight full time players to
ten for the first time in the orches-

tra’s hi,\l()ry,

The Turtti players are, in alphabeti-

cal order:

Alice Batty is from London and
studied to postgraduate level at the
Royal Northern College of Music.
She joined the orchestra in 2006
after playing in London’s
Southbank Sinfonia for a year.
Alice is a keen gardener and enjoys
going to see gigs in Glasgow. She
plays a viola by Martin Hillsden
from 1995 but is currently trying

another viola by John Dilworth. (If

she makes the purchase it will take
the number of Dilworths in the

section to three.)

Eilen Berridge studied at the Royal
College of Music with Simon
Rowland Jones and had a freclance
career in London before returning,
to her native Scotland to join the
orchestra in 2003. She is another
hillwalker and also enjoys running,
swimming, and looking after her
two cats. Eilen plays an Alan
Beavitt viola from 1995,

Sarah Chapman is the most recent
addition to the section, having
joined in September 2007, Sarah
studied at the Royal Academy of
Music before taking a postgraduate
course at the Royal College of
Music with Andrij Vytovych.

Before joining Sarah freelanced in

London with various orchestras
and also worked with the likes of
Elton John, Oasis, and Sufjan
Stevens. She enjoys skiing, run-
ning, and going to see bands.
Sl”'i]h iS [hl.' )’()lll]g('sl n]l'n]h('r ()l"
the section but plays the oldest
viola; an 1896 instrument by

Charles Brugere.

Rik Evans... I'm from Manchester
and studied there at the Royal
Northern College of Music and
took a postgraduate course at the
Royal (:()”cgc of Music before
working with the BBC
Philharmonic for a year and free-
lancing in Manchester. I enjoy
film, going to gigs, and Newecastle
Brown Ale. I play a John Dilworth
Maggini copy made in 2003, and
often point out to Scott that mine
has a superior one-piece back,
although it still sounds nowhere

near as good as his,

* The most comprehensive
protection at reasonable cost.

* Underwritten by a financially
sound A-rated company.
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information and quotation.
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Robin Panter is originally from
Liverpool and studied at the
Royal Northern College of Music
to postgraduate level. He free-
lanced in Manchester, Liverpool
and London before joining the
SSO in 2004. Robin recently
became engaged to his flautist
girlfriend Vourneen. He enjoys
the Scottish great outdoors and is
a keen climber and hillwalker.
Rob also enjoys yoga, singing, and

photography.
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Support the 2008 Primrose Competition!

Over the past 20 years, the Primrose International Viola Competition has established
itself as a premier instrumental competition. The upcoming competition, held in
conjunction with the 2008 North American Viola Congress at Arizona State University,
has attracted more than 75 young artists from nine countries. The three live rounds
will be open to the public, and will feature a new work written for the competition by

violist and composer Scott Slapin.

You can support the 2008 Primrose Competition and insure its continued standards of

excellence for years to come by sending a tax-deductible donation today to:

American Viola Society
14070 Proton Rd. Suite 100 LB 9
Dallas, TX 75244

VIOLA FACULTY

USC ‘ THO RNTON Pamela Goldsmith

vstre John Hayhurst,

SCHOO L O :
orchestral repertoire

Donald Mclnnes

CONTACT:

USC Thornton School of Music

Office of Admission USC

Los Angeles, CA 90089-2991 e
-872-221 .  SOUTHERN
v www.usc.edu/music Gt

uscmusic@Qusc.edu e
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Book REVIEW:

LIONEL TERTIS

BY JOHN WHITE, FRAM

reviewed by Dwight Pounds

Rebecca Clarke on Lionel Tertis: That the viola has,
however, a very personal tone of its own, extremely
sympathetic, and capable of great possibilitics, no one
who has heard a player like Mr. Lionel Tertis will
deny, and though to the present generation it must
seem as though its technique can scarcely go further,
it may be that future years will show such an advance
that its position of today will be regarded as but a
period in its evolution. (Liane Curtis, Ed., A Rebecea

Clarke Reader, p- 119)

Maurice Riley on Lionel Tertis: It remained for
Lionel Tertis, more than any one else up to his time,
to develop a favorable climate for the viola as a solo
instrument in England. Through his unstinting
efforts and artistry, the viola was gradually accepted by
English composers and conductors as an instrument
worthy of performance opportunities. The result was
a blossoming of viola talent from 1910 until the

Second World War. (Maurice W. Riley, The History of

the Viola Vol. 1, p. 241)

... Tertis’ struggle for recognition was much more difficule
than was Casals’. ... There was little or no precedent for a
violist to seck a carcer as a concert artist. (Riley p. 252)

William Primrose on Lionel Tertis: Think of what
Tertis had to start with. I have read reviews from
1924 of his concert with Kreisler in London where
they more or less introduced to the London public
‘this little-known work’, the Mozart Sinfonia
Concertante in E flat, and that hasnt been so many
years ago. (David Dalton: Playing the Viola—
Conversations with William Primrose, p. 183)

Eugene Ysaye on Lionel Tertis: We must not over-
look the viola either. This instrument is a necessity in
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all groups and must not be looked down upon. Both
Paganini and Vieuxtemps played the viola from
choice, and Joachim loved the color of the bigger
instrument. My friend Tertis is doing much mission-
ary work for his viola, and I have had a young man
from Scotland who will blaze new paths in the years
to come. (William Primrose: Walk on the North

Side—Memoirs of a Violist, p. 59)

Lionel Tertis—The First Great Virtuoso of the
Viola, by John White, FRAM

408 pages hard back

Published by The Boydell Press, Woodbridge,
Suffolk 1P12 3DF, UK, 2006

ISBN 1 84383 278 X

Foreword by Tully Potter

In Lionel Tertis, John White has in reality given his
readers considerably more than the biography of a
great violist and giant of his musical era. Tertis” carcer
becomes the framework for a much larger story in the

author’s diligent and careful hand—a montage of

British music as it existed in the firse half of the 20th
century and beyond—as violinists, violists, cellists,
pianists, composers, conductors, chamber groups, crit-
ics, and orchestras alike come and go in profusion.
Small wonder, considering that White spent a quarter
of a century gathering his darta

newspaper articles,
long-forgotten concert and recital programs, corre-
spondence, and other sources which pertained often
to the smallest details of his subject’s life and career.
This biography is a veritable roll-call of the century’s
great and near-great: Kreisler, Casals, Primrose,
Piatigorsky; Thibaud, Rubinstein, Beecham,
Barbirolli, Boult, Sargent; Schnabel, Szigeti, Solomon;
Rachmaninoff, Goossens, Hindemith, Holst, Elgar,
Vaughan Williams, and Walton are all—as the saying

goes— ‘present and accounted for.” This is also true
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of an impressive group of young British composers—
the brightest and best of their generation, however
trite it may sound: Arthur Bliss, York Bowen, Arnold
Bax, Frank Bridge, Eric Coates, Benjamin Dale,
Rebecca Clarke, John McEwen, Cyril Scott, and Cecil
Forsyth. These are names almost immediately recog-
nizable to the knowledgeable violist because they
wrote viola music in various combinations, many for
Tertis personally, succumbing either to his persistence
and cajoling or the siren song of his artistry in his
inalterable drive to expand the instrument’s repertoire,
and certainly his personal repertoire.  Little was it
recognized at the time that they, with their better-
known colleagues (Elgar, Vaughan Williams, Walton),
would be at the forefront of a new musical resur-
gence, not only for the viola, but for British music as

a whole

a muted voice at best in European music
since the passing of Henry Purcell in 1695.

The first nine of the book’s sixteen chapters take
Lionel Tertis (1876-1975) from his early career and
the Great War through 1937 and his first retirement.
TI'IC nexe seven Cl]i]PtCl'S C()I]Stitlltc ﬂl]nﬂﬁt a ﬁCC()nd
book, with less emphasis given to a recently-retired
performer who is merely middle-aged at 61 than to
the intellectual and human qualities of the second
Lionel Tertis who balanced being a world-class artist,
a loving and devoted family man and colleague, and
successful instrument designer, innovator and pro-
moter with a darker side—controversial and opinion-
ated writer, a sometimes curmudgeon described as
occasionally overbearing, even villainous, with unpre-
pared students, and defender of very rigid standards
who seemingly was incapable of compromise. Pity the
pianist who did not blend well or did not play with
expression, the student whose intonation was consis-
tently faulty, or the instrument maker who was as
much as one-sixteenth of an inch off Tertis’ exacting
specifications. His return to active performance, the
passing, of his first wife and much later his remarriage,
and his work as philanthropist and propagandist for
the viola are also documented in these chapters which
additionally illustrate that the positive qualities of the
man far out-weighed the negative. Understanding the
whole of Tertis™ carcer as put forth in this biography
will require the reader to process a rather extensive
quantity of critical reviews, correspondence, recital

programs and personalities. While John White is very
scrupulous in his attention to the thousands of details
at his disposal, he is also judicious in his choice of
content. The book should appeal firstly to violists,
secondly to students of 20th century British music,
and possibly to luthiers or anyone interested in exper-
imental instrumental design, but probably not to the

casual reader.

A Pianist Discovers the Viola. Music educators, par-
ticularly Suzuki and beginning strings teachers, will be
intrigued to learn that Lionel Tertis came to the viola
relatively lace in life, entering the Royal College of
Music in 1892 as a pianist with violin as a secondary
instrument, and the Royal Academy in1895 as a vio-
linist. Only when a fellow student who wanted to
form a string quartet suggested that he take up the
viola did he “discover” the viola. White quotes Tertis:

And as 1 did, with an old cut-down instrument. ..very
nondescript, but 1 loved the timbre, I loved the quality
from the first moment 1 studied it, and from that time [
worked at it myself, for the simple reason that there were
no pedagogues for the viola—it was either a drummer or
a pianist that taught it. (LT p.5)

Three weeks later the same quartet played Beethoven’s
Quartet in F op. 18 no. 1 to the Royal Academy
Principal, Sir Alexander Mackenzie. Quite impressed
and learning that Tertis had played viola for less than
one month, Mackenzie remarked withourt hesitation,
“You will never regret this [the decision to take up the
viola].” Tertis’ lessons with the assigned teacher at the
Royal Academy, Hans Wessely, did not prove particu-
larly effective and their personal relationship was often
strained. More than any teacher, the self-taught Tertis
found a model to train both his ear and his hands in
Fritz Kreisler. White writes: “It was by adapting
Kreisler's technique to his own playing that Tertis was
able to produce the rich, sonorous tone which was his
hallmark.” (LT p. 10) Bernard Shore said of him:
“You could never say that he came from any particu-
lar school of playing—as there was none—he made it

himselt.” (LT p. 241)

Tertis as Performer. Lionel Tertis as performer is
known for impeccable intonation and an unforget-
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table tone, particularly on the C string. Even when
his critics could not stomach one of his transcriptions
du jour on a given recital, in spite of themselves they
seemed captivated by his intonation and his tonal
production. Showing the continuing influence of
Kreisler, Tertis wrote: “[Vibrato] should be continu-
ous, there should be no break in it whatsoever...there
is nothing so dead or ruinous to an expressive phrase
as the sound of a cantabile slow passage in which one
or two notes are partly or wholly devoid of vibrato.”
(LT p. 10) Once he had formulated his concept of
viola tone, the next step was to identify the instru-
ment that would consistently satisfy the demands that
he would place on it. There is no evidence thar Tertis,
a small man, was ever intimidated by the size of an
inscrument as he quickly learned that only a quite
large viola would meet his exacting tonal standards.
He played a 171/8th inch (43.5 ¢cm) Montagnana,
purchased in Paris in 1924, for much of his profes-
sional carrier. In 1928 he purchased a 1590 Gasparo
da Salo which he described as “a huge thing (172
inches or 45.09 ¢cm),” but it proved too much for him
and he soon returned to the Montagnana. (LT pp. 76
and 92) Years of performing on the huge instruments
resulted in acute fibrositis in his right arm, however,
and he announced his retirement early in 1937, All
who knew Tertis, who was “only 627 at the time, were
dismayed but, following two years of rest and healing,
he returned to active playing in part as his contribu-
tion to the war effort.

In addition to his extensive schedule as a pioneering
viola soloist, Lionel Tertis enjoyed 22 years with one
of the great British chamber groups, The Chamber
Music Players. Albert Sammons was violinist and
leader, William Murdoch pianist, Lionel Tertis violist,
and Felix Salmond cellist. There were only three
changes through these years, all cellists; Salmond was
replaced in turn by Arnold Trowell, Cedric Sharpe,
and Lauri Kennedy. The ensemble was suspended in
late 1936 at Tertis’ original retirement, reformed in
1939 when he began to play once again, and officially
disbanded in 1942 upon the untimely death of
Murdoch. Of this experience Tertis wrote, “Some of
the happiest hours of my life were spent with these
good friends and excellent musicians.” (L1 p. 43)

Sammons and Tertis were deeply involved in the 1929
formation of the BBC Orchestra. Ernest Ansermet

wrote of the Britsh viola sections:

... The viola sections of the British orchestras are, to my
mind, the best in the world and Lionel levtis is the high-
est representative of this tradition of your instrumental
school—uwhich had, as an indirect vesult, the production
of the part of the British composers, of the best works ever
written for this particular instrument. (LT p. 154)

Whart was the genesis of such praise? Tertis himself
described his involvement:

...q had a good deal of contact with Sir Thomas
Beecham in the early days, and on one occasion 1
remarked to him that the tone quality of the viola section
in his orchestra (London Philharmonic) was rather poor.
1 asked him if he would mind if I gave them some help
in tone production, the players being willing, and his
reply was: ‘BOIL them if you like." (LT p. 265)

Something to Play—The Quest. While Tertis did
not have the advantage of the Zeyringer Lexicon for
reference in seeking out viola literature, it causes one
to consider whether his tendency as a robber baron of
other instrumental literature was driven by choice or
circumstance. Did he forego using established litera-
ture, did he look for it, or did he presume it did not
exist? White never hesitates to point out how Terris’
idiosyncrasies, foibles, and contradictions influenced
his career. In Chapter 7 he writes:

It was typical of Tertiss rather equivocal position in the
music world—on the one hand always searching for
repertoire, on the other hand ignoring important new
works or simply being oblivious to their existence—that
in the midst of [a] glut of important new music he bus-
ied himself with adapting a concerto written for another
instrument. ... But other new concertos (two by
Hindemith, others by Tibor Serly, Darius Milhaud and
William Walton) were either premiéred virtually under
his nose....or—in the case of the Walton—actually offered
to him. He ignored two fine works by Belgians (Joseph

Jongen and Jan Rogister)...nor was he aware of the three

solo Suites by Max Reger. ...When Teértis was an old
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man, Paul Doktor played him one of the Suites and he
was mortified to think that this music had passed him
by. (LT p. 95) '

Tertis performed in Belgium and France and had very
successful concerts in Berlin. Tt is difficult to imagine
that someone so driven in his quest for something to
perform did not seek out his contemporaries, inquire
about their personal viola libraries, or search for litera-

ture in music stores and libraries while abroad, bur
apparently it is so. There are no references in Lionel
Tértis to either Hermann Ritter in Germany, Maurice

Vieux in France, or Vadim Borissovsky in the Soviet
Union, though Tertis was aware of and greatly
admired the “Russian School.” (L1" p. 193) White
confirmed that he is in possession of letters to Tertis
from both Borissovsky and David Oistrakh. Each
were contemporaries and violists of great importance
in their respective countries.” Although the topic is
worthy of a separate article, it would appear that
Tertis” interest in viola literature centered on the
British early 20th century. However, whatever tenden-
cies Tertis may have had as an Anglo-centric thinker
and actor define his career more than diminish it
given the many works written for him by British
composers (sece Appendix 6) and which for decades

have enriched viola literature,

Tertis and Primrose. A highly touted 24-year-old vio-
linist named William Primrose appeared with Lionel
Tertis in a 1928 performance of the Mozart Sinfonia
concertante in Paris, with Primrose playing the violin
part. Commenting upon the experience, Tertis wrote,

Primvrose, then, was a most brilliant violinist. ... At the
end of the concert in the artists' room Primpose suddenly
said to me: I am a disciple of yours from henceforth’, and
he immediately gave up the violin to become the world
famous viola soloist. (LT p. 91)

It is interesting to note the contrasting impressions
and recollections their first concert left on the two
men. Primrose wrote:

I did make an appearance in Paris in 1928, however,
playing the Mozart concertante with Lionel Tertis, the
violist, and Sir Thomas Beecham conducting. By this
time I had definitely made up my mind to switch to
viola, but I didn’ tell anyone. I'm reasonably sure,

i - though, that if I had advised Tertis of my secret ambition

he would have welcomed me with open arms because he
was the great viola protagonist. (Primrose p. 45)

It is in some respects remarkable that Tertis and
Primrose established a friendship that endured
throughout their lives—the same cannot be said of
Tertis and Paul Hindemith or other non-British vio-
lists. Commenting on this friendship of many decades
and Tertis” influence upon him, Primrose wrote:
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When I first started to perform on the viola, Tertis was
very generous in his praise. He encouraged me, and as the
years went on we became close friends. ... I dont really
owe anything to Tertis so far as my personal style of play-
ing is concerned. While he had some good students, | don't
kenow any violist who, as a player, owes anything to Lionel
directly. Lionel had a distinctive and individualistic style,
which would have been difficult to imitate—and it
would have been foolish to try. (Primrose p. 164-165)

Two documents are particularly noteworthy among
the 22 references in Lionel Tertis to William
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Primrose:* the very moving letter to Lillian Tertis in
1975 upon her husband’s passing and his eloquent
summary of the Tertis legacy. (LT p. 300-1)

The Richardson-Tertis Viola and the Tertis Model.
Despite the obvious length of this review, it would
not be complete without commenting upon “Tertis’
attempt to standardize viola design, and this from a
man who admitted: “T want to emphasize that I am
not a violin maker, nor am I a scientist, nor do |
know anything about acoustics—who does?” His
qualification for such a task was predicated upon 70
years of solo performance, observing and playing
many of the old masters, putting “two and two
together, and eradicating some of their clumsy fea-

tures.” (LI p. 324)

Tertis” description of the state of viola-playing from
the 1890s is revealing and an important precursor to
his thought on viola design:

They (violists of the day) produced a perfectly appalling
sound—uwhich made your hair sand on end, there was
no vibrato, as cold as ice, and very bad, and they played
on instruments that had been cut down and had no sem-
blance of C=string sonority. (LT p. 5)

Tertis wrote to Mrs. Elizabeth Sprague Coolidge in
December 1939: “I am playing again and after two
years collaboration with a violin maker, have evolved
a viola which is a true instrument. There are no
good old ones to be had so now 1 have the sarisfac-
tion of knowing there will be some violas for future
generations.” (LT p. 179) Tertis” interest in devel-
oping his own viola design was driven by the scarcity
and cost of decent violas and the deficiencies of
those in circulation, both large and small, but partic-
ularly small.  His goal was to build a “fine toned
and manageable instrument.” This was accomplished
by adjusting the curvature of the upper and lower
plates and lengthening the ribs to increase the interi-
or air space of the instrument, thus giving the slight-
ly shorter instrument approximately the same air
space as the larger one. Going more into derail, he
later wrote:
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The many different sizes of violas in circulation make it
difficult for a player to go from one viola to

another. . .and it is this lack of standardization in the
viola which we are trying to rectify and which has hith-
erto been an obstacle to its progress. ... The “lertis
Model” we think will help to corvect these shortages and
defects. It is 167 inches long [42.5 cm] and this 1 consid-
er to be the maximum length for playing under the chin
and at the same time the minimum from which we hope
Sor a really satisfactory sonority. (LT p. 211) [ feel that
the distribution of air space inside the instrument is the
major influence on their tonal qualities, and apparently 1
have been very fortunate in achieving it. (LT p. 324)
[Also] incorporated are other features, resulting from
practical experience, which make it, for its size, easy to
handle. ...On my own behalf I should like to add thar
neither in the viola nor the scheme have I any financial
interest whatsoever. (LT p. 211)  [The “scheme” refers to
Tertis’ practice of distributing detailed drawings of his
design to violin makers throughout the world with the
intent of multiplying exponentially the international
availability of quality violas, and these at a decent price.]

The person most responsible for the new instrument’s
success undoubtedly was the very patient and long-
suffering luthier, Arthur Richardson. White writes,

The Richardson family found Tertis very charming and
[riendly in their home, but he was a difficult man to
work with, liable to explode in an alarming way.. . his
outbursts deeply upset Richardson, who, like many dedi-
cated crafismen, was essentially a quiet, contemplative
man. ... lertis was not a practical man [and] although
a perfectionist and genius in his playing [he] could not
grasp the artistry of the maker’s craft and the varying
characteristics of timber. He thought it would be possible
to procduce drawings and measurements of an instrument
to be strictly adbered to in the making, so that violas
could be churned out like so many motor cars,
[Richardson] would have nothing to do with this.

(LT p. 162)

Richardson’s daughter said of the experience:
Tertis, without my father’s knowledge, went to Lovett

Gill with one of my fathers instruments and got him to
make drawings of it. They were printed and labeled

simply “lertis Model'; the Richardson had been left out.
Our family were up in arms at such injustice and at such
underhand and unprofessional behaviour, but my father,
although deeply hurt, was not interested in the advance-
ment of his own finances or of his own image. He con-
tinued to make and experiment on instruments, both
large and small, being only interested in musical instru-
ments and music. ... My mother, fearing for my fathers
health and livelihood, unavailingly begged my father to
have nothing more to do with Tertis. (LT pp. 162-3)

Other luthiers who enjoyed success and favor with
Tertis were Lawrence Cocker, George Smith, and
Wilfred Saunders—particularly Saunders who crafted
a viola that Tertis used for ten years. Tertis, however,
proved as intractable as ever in his demands and it
probably is no exaggeration to say that Saunders came
to hate Tertis. “He wasn't easy to work with and in
the end I couldn’t sustain the demands he made on

me.” (LT p. 214)

Despite its success and acceptance in many quarters,
the Tertis Model viola did not in Primrose’s words
“take over viola construction,” nor was it universally
accepted. Though it must be presumed that many are
still used professionally and the “love and tyrant” of
Tertis” life has not been consigned entirely to the his-
torical shelf, White’s correspondent Andrew Bellis
observes, “Since about 1970 it has been next to
impossible to sell a “Tertis Model’ viola, but those ‘in
the know” who possess ‘R.T." violas (especially the
carly ones, I am told) are quite happy with them.”
White very concisely summarizes the legacy of the
Tertis Model viola:

Today it seems that the Tertis Model has had its vogue and has
been relegated to an interesting bistorical development.  Some
of the fine instruments which were made to the Tertis pattern
are still in professional use, but many of todays violists ger
wonelerful sounds from instruments of various shapes and
sizes, giving the player a choice that would have been
unthinkable in Tertis' time. Nevertheless, the effort put into
the Tertis Modlel was not wasted, as it created an enormous
amount of interest in the whole question of viola size and
shape. In many ways, todays luthiers (and, by extension, play-
ers) are indebted to Tertis, for opening up so many avenues of
development for the instrument he loved. (LT p. 169)
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Photographs and Appendices. The author has select-
ed an interesting and wide-ranging selection of photo-
graphs covering 34 pages which document Tertis, his
family, and major aspects of his career. The extended
discography (which alone covers 16 pages) and eight
appendices are in themselves tribute to White's atten-
tion to detail and total dedication to his subject and
which provide invaluable information on Tertis' violas,
the detailed drawings of the Tertis Model, his writings
and talks, his appearances with the British
Broadcasting Corporation (BBC), his honors, music
with Tertis connections, his bequest and his legacy.

Dozens of topics remain unexplored in this review
and which are best reserved for the book itself—par-
ticularly the war-time efforts and sacrifices of Tertis
and his contemporaries (particularly Benjamin Dale
and Bernard Shore), the marvelous contributions of
Ada and Lillian Tertis, his affinity for portamento, his
system of fingering, the Lionel Tertis International
Viola Competition and Workshop, the reactions of
those who played the Tertis Model viola, the unlikely
development of the Tertis Model violin and cello, his
North American concerts, and Tertis’ tribute to
Arthur Richardson, to mention only a few. Lionel
Tertis, as the first great virtuoso of the viola, certainly
is worthy of attention, but this goes both directions—
John White, already an accomplished servant of the
viola as performer, lecturer, teacher, editor, and writer
has proven himselt more than worthy of his subject in
Lionel Tertis and in the process has raised the prover-
bial bar for those of us who write about the viola. His
scrupulous attention to detail is such that even the
most demanding researcher would be happy to claim
it as his/her own. Hopefully this book, casily one of
the greatest every written about a violist, will find its
way into hundreds of studios and libraries, be translat-
ed into the language of every country where people
play and love the viola, and put Lionel Tertis” fascinat-
ing life and achievements into proper perspective.

Recommended Reading. One concluding comment:
before reading John White's Lionel Tertis, find a copy
of An Anthology of British Viola Players (edited by
White) if at all possible and read those sections on
York Bowen, Frank Bridge, Benjamin Dale, Gordon
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Jacob, Ralph Vaughan Williams, and the William

Walton Viola Concerto. These articles will provide
excellent insight and preparation for readers unfamiliar
with these composers” contributions to the viola and
the state of the instrument in the early 20th century.

Notes:

1. There also is no mention of Schubert’s Sonata per
Arpeggione or Schumann’s Mirchenbilder, standard
viola works that were written decades before Tertis’

birth.

2. The life of Hermann Ricter (1849-1926) over-
lapped that of Tertis by fifty years and the
Englishman’s long life completely encapsulates
those of Maurice Vieux (1884-1957) and Vadim
Borissovsky (1900-1972). Tertis and Ritter enjoyed
astonishingly similar careers: both were strong
advocates for the viola in their respective countries
and each developed a viola design that garnered its
share of attention and success that provided impor-
tant precedents for 20th century luthiers. It would
appear that Tertis design was infinitely the more
practical of the two: the Tertis Model Viola meas-
ured 167 inches (42.5 cm) body length as opposed
to Ritter's Viola alta, a 18.9-inch (48 cm) behe-
moth. Ritter may have exceeded Tertis as an inno-
vator by adding a fifth string (the violin ¢) to the
Viola alta. (Riley Vol. 1, p. 212) Riley documents
that Ritter was a large man, however, and played
his Viola alta with apparent ease. Richard Wagner
was pleased, if not delighted, by the tone of the
Ritter viola and requested that they be used at
Bayreuth. Taking commonality with Tertis a step
further, Ritter, as leader of the viola section at
Bayreuth (all equipped with his new Viola alta),
brought it to a new standard, just as Tertis had
done for Beecham and the London Philharmonic
(Riley Vol. 1, p. 172). Franz Liszt was sufficiently
impressed with Ritter’s artistry and tone to com-
pose Romance Oubliée for viola and piano, dedicat-
ing it to him. Karl Hérlein, the Wiirzburg luthier
who built for Ritter, sold the instruments as fast as
he could build them. In time they inevitably lost
popularity with the average performer because the
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Viola altos’ excessive size made them unmanageable.

NEW RELEASE

(Riley, 211-212) Sdll, the students of both Tertis and
Ritter were thoroughly indoctrinated on the necessity

of large violas.

3. Primrose’s 22 references in Lionel Tertis are exceeded

only by those to Sir Thomas Beecham with 26,

CD DCA 1184

PROKOFIEV,

Albert Sammons with 30, and Bernard Shore wich
34, the latter three having been more intimately and
consistently involved in Tertis’ carcer. There are 20
references to Fritz Kreisler. Composers are not
included in this summary but it is worth noting
that there are 47 combined personal and composi-

tional references to York Bowen.

— Dr. Dwight Pounds is past Executive Secretary of the
International Viola Society, photographer of many violists,
frequent contributor to the Journal of the American Viola
Society (JAVS), author of The American Viola Society: A

History and Reference and Viola for Violinists, and has

served on the AVS FExecutive Board for almost 30 years.
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NEW MusICc REVIEWS

PouNDs CoNVERSION KIT

reading knowledge of treble clef in first and third
positions. For more advanced violinists, the book also
offers drills with alternate fingerings for fifth and sev-
enth positions. An added bonus to this guide is a con

cise compilation of information regarding viola histo-

kg 0®
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reviewed by Kathryn Plummer and Julia Hardie

Viola for Violinists: The Conversion Kit by
Dwight Pounds

65 pages spiral bound paper back

Published by the author, Bowling Green,
Kentucky in cooperation with the American
Viola Society, 2006

ISBN 1-886-60101-1

Published in 2006, Viola for Violinists, The Conversion
Kit by Dr. Dwight Pounds is sure to catch the eye of
many teachers and students. Following its vividly col-
orful cover is a wealth of organized information

throughout 65 spiral bound pages of text and musical

ex: 5. The book is intended as a practical and use-

able guide whereby teachers and violinists of any age

can acquire skills on the viola. Its only prerequisite is a
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organizations, competitions, and important web sites.

The book's first unit introduces a step-by-step process
of reading the treble clef notes of Wohlfahrt Op. 45,
N

tions and then eventually reading the same treble clef

. 1 etude first on the violin in first and third posi-

pitches on the viola in first position. This allows the
violinist, in his or her initial venture on the viola, to
become physically adjusted and comfortable with the
larger instrument and encourages the player to explore
the deeper and fuller sound while adapting to the dif-
ferent relative position of the strings. The method
offers helpful observations and directions to promote a
tension-free transition and defers alto clef reading until
comfort is achieved with the larger instrument. A
bonus at the end of this unit illustrates how simple it is
to adapr treble clef reading on the violin to playing the
viola while reading bass clef. There is also an introduc-
tion to simple transposition. These exercises exemplify
Dr. Pounds' philosophy of adaprability and "thinking

outside the box."

Unit Two introduces the alto clef, and Dr. Pounds
reveals the reason for stressing first and third positions
in Unit One: the fingering in third position on the
violin corresponds to the first position on the viola
and forms a beginning basis for playing the viola
while reading alto clef, capitalizing on the very adapt-
ability illustrated in the first unit. In this process, of
course, the pitch does not match the established violin
note-pitch association, but Dr. Pounds addresses the
topic with assurance that eventually the violinist
establishes a complete conversion to the new note-
pitch association. To that end, there are excellent
reference charts representing the four basic fingering

patterns, staves showing the commonality between
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violin third position and viola first position fingering,
tables demonstrating alto clef in first position and
accompanying drills on 1st, 2nd, and 3rd fingers to
open strings as well as drills with fourth finger combi-
nations. Furthermore there is an informative table
notating the relationships of pitches in treble, bass,

’dl(’(). tenor, ‘dl‘l(_l 1']1(32.2()-5()})1‘;[[]() staves.

The third unit provides ingenious exercises to improve
the reader's note-to-finger skill, solidifying the ability
to put the correct letter name with the lines and

spaces.

| recommend Viola for Violinists, The Conversion Kit
and already use the third unit exercises as supplemen-
tal material for my viola students. I particularly like
the half-step extension exercise and the tri-tone
wedge. [ have a copy of the book on reserve in the
school library. I teach a class, Viola for Violinists, and
look forward to using the book with students for
whom alto clef is unfamiliar. This method may not
suit cach and every student's learning style. For exam-
ple, the "sink or swim" method worked well for me at
age 11 when I switched to viola; luckily reading came
quite easily. That said, | know a thorough, systematic
method would have had advantages and provided me
a more solid foundation in my youth.

— Kathryn Plummer, Professor of Viola at the Blair
School of Music, Vanderbilt University is a former profes-
sor at the Oberlin Conservatory and a former violist with

the Cincinnati Symphony Orchestra. Trained at Indiana
University and the Juilliard School, Ms. Plummer active-
ly performs throughout the United States and Furope.

Dr. Dwight R. Pounds’ method book, Viola for
Violinists: The Conversion Kit, has much to offer the
intermediate violin student who would like to discov-
er the joys of viola playing, I particularly liked Dr.
Pound’s one finger etudes with gradually faster note
values. They are great for drilling note recognition.

[t was my pleasure to try out this book with a 13-
year-old violin student in my studio. Her favorite sec-
tion was the chapters near the end of book on the his-

tory of the viola and famous viola players. It stimulat-
ed intelligent questions and the general comment
“That part was really cool! I wish my violin books had
information like that.” Naturally, I sent her home
with some books on the history of the violin, but her
interest in the viola was piqued.

Though this book has much to offer, I would only rec-
ommend that it be used under a teacher’s close super-
vision. In particular, I cannot agree with Dr. Pounds’
basic approach to reading the alto clef. T personally was
a victim of the approach of pretending your hand is in
third position on the violin. I learned it from Harvey
Whistler's From Violin to Viola. Though 1 continue to
use materials from the Whistler book to help students
transition, [ cross out the violin third position alto clef
explanation, as | will with Dr. Pounds’ book. I believe
that reading this way encourages musical illiteracy: not
knowing what note you a playing, the key signature,
etc. Personally, 1 also found his bass clef reading system
confusing,

Reading is certainly very important. Every violist
needs to be facile in reading the alto clef. In my expe-
rience, reading facility is much easier for some stu-
dents than others. Recognition of the open string
grid, reading by interval, and frequent note naming all
help. Some students need more reading drill and sup-
plementary materials than others.

I particularly recommend Dr. Pounds’ Viola for
Violinists: The Conversion Kit as a supplemental
resource to provide violin/viola transition materials,
under a teacher’s direction. Also, his thoughtful chap-
ters on the viola family, choosing an instrument,
important violists, and resources for further informa-
tion about the viola provide a welcome introduction

to our viola heritage.

— Julia Hardie is the founder and director of the Central
Texas String Academy, a Suzuki program in Waco, TX,
and is an SAA viola Teacher —Trainer. Her viola back-

ground includes study under William Preucil, Sr., Bruno

Giuranna, and Paul Doktor. She writes frequently for
the Suzuki jaurmll. and teaches at Suzuki Institutes

throughout the country.
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RECORDING REVIEWS

A Repeal of Reticence: Music by
Ernesto Cavour, Thomas
Schuttenhelm, Dan Romadn,
Heitor Villa-Lobos, Béla
Barték, Jaime Romero. Alturas
Duo (Carlos Boltes, viola and
charango), Scott Hill (guitar).
BR 149.

It is not the most obvious combi-
nation for somebody to play both
viola and charango (a South
American plucked instrument
made of an armadillo shell and
sounding like a mandolin gone
berserk), but there we are! Carlos
Boltes, a Chilean student of Atar
Arad, Lawrence Dutton and Steve
Larson, now in the faculty of the
Harte School of Music, sounds
equally at home plucking his cha-
rango and playing his huge viola
(17.5 in) by Jean Benoit
Stensland. The guitar-and-cha-
rango duets, which are inter-
spersed along the CD, belong in
the tradition of the folkloric
music of the Andean regions (car-
navalito and huayno among oth-
ers). The arrangements (including
the odd shout!) sound authentic
enough to my “lowland” ears. The
viola takes over for some pieces
which are also folklore-inspired,
albeir ar a further remove. Villa-
Lobos’s ubiquitous Aria is elo-
quently played, but Bartok’s
Romanian Dances lack the fire of
the best violin recordings. The
CD’s highlights come in some
original compositions for viola
and guitar. Dan Romdn’s £/ gran

Mambo and Jaime Romero’s El
Popocho and Sangre Latina cffec-
tively draw their material from
the folklore of Puerto Rico and
Colombia, respectively.
Schuttenhelm’s A Repeal of
Reticence (which gives the recital
its title) cannily combines bowed
and plucked sonorities to beauti-
ful effect. I remember hearing the
Alturas Duo in 2006 at the
International Viola Congress in
Montréal, where they presented a
similar program. It has been a
pleasure to renew the acquain-
tance through this lovingly pro-

duced CD.

amberwood — Duos for
violin/viola and piano by Ivan
Sokolov, Ole Saxe, Jan Viaar.
Karen Bentley Pollick,
violin/viola; Ivan Sokolov,
piano. Ariel Ventures [no series
number| www.kbentley.com

Ivan Sokolov, a Moscow-born and
trained pianist-composer, has over
the past five years written a trip-
tych of piano-accompanied
sonatas for string instruments.
This CD includes the violin and
viola ones, respectively from 2005
and 2006. Interestingly, all three
works are based on a similar
melodic cell, with which the first
movement begins. Another unify-
ing factor, featuring in several

movements, scems to be a kind of

stylized bird-song. The viola
sonata, in a sonorous C minor, is

in one multi-sectional but contin-
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uous movement of twelve min-
utes duration. The violin sonata
is classically divided into four
movements and is twice as long.
Written in E minor, a blazing
coda in the major mode prompt-
ed the composer to call it
“Sunlight” Sonata. Both works
show Sokolov’s credentials as a lat-
ter-day Rachmaninov, relishing a
succulent piano textures, while
treating the respective string
instrument idiomatically.
Sokolov’s partnership with Karen
Bentley Pollick is closely-knit, and
she — a violinist — seems to feel
quite at home on the larger
instrument as well. (Indeed, the
dark tone of her Vuillaume violin
seems to suggest an affinity!) The
CD is completed by an appropri-
ately exotic-sounding Tango
Orientale for viola and piano by
Ole Saxe, and Lullabies by
Moravian composer, Jan Vicar.
The latter keeps the violin and
the piano in different keys (A flat
and D respectively), which
together with a stylized use of the
Lydian mode, evokes elements of
Moravian folkloric music. The
whole CD, which is very attrac-
tively recorded and presented,
demonstrates that it is quite possi-
ble to write good tunes in the
21st Century.

Prokofiev (arr. Borisovsky): Five
pieces from Romeo and Juliet;
Music by Vaughan Williams,
Tchaikovsky, Wieniawski,
Bridge, Swain, Tertis,



Schumann and Chopin. Helen
Callus, viola; Phillip Bush,
piano. ASV CD DCA 1184.

Helen Callus’s latest recording
features a good old-fashioned pro-
gram of transcriptions and short
encore pieces, such as the Old
Timers played as a matter of
course, before the Three-Sonatas-
Recital became the norm. In
Tchaikovsky's Ardent declaration,
Callus is up against a 1951
recording by the transcriber him-
self, Vadim Borisovsky, the
“Father of the Russian Viola
School”. Her dark, expressive
sound (on a viola by Gabrielle
Kundert), compares favourably
with that of Borisovsky’s huge
Gasparo. Callus’s virtuosity in
Young Juliet and Mercutio, two

movements of the Suite
Borisovsky made ourt of
Prokofiev’s ballet Romeo and
Juliet, is admirable, with every
note clearly in place in spite of
the break-neck speed. William
Primrose is represented by his
transcription of Tchaikovsky’s
None but the lonely heart (where
Callus doesn’t quite match
Primrose’s singing out in double
stops high up on the A string).
Lionel Tertis's Sunset, a composi-
tion redolent of the Edwardian
salon, is attractively paired with
Freda Swain’s Song at Evening. In
Schumann’s Adagio and Allegro,
Callus and Bush make the most
of the first section’s harmonic
complexities, before taking the
Allegro at a very brisk pace
indeed. Michael Lieberman’s

idiomatic arrange-

The History of the Viola

Volume [ and Volume [1

by

Dr. Maurice W. Riley

To order, contact:

George Maurice Riley
12301 Harbour Circle
Ft. Washington, MD 20744

Phone (301) 292-0177

Fax (301) 292-0280

Gviolinriley@msn.com

ments of Bridge
and Chopin
demonstrate that
the Grand
Tradition of tran-
scribing and
arranging is very
much alive.
Hopefully we
won't have to wait
too long for a sec-

ond helping.

Finale: Sonatas
for Viola. Dmitri
Shostakovich,
Grazyna Bacewicz,
Aram Khachaturian,
Bohuslav Martinu.
Paul Cortese,
viola; Juan Carlos
Garvayo, piano.
Crystal Records
CD838.

There may yet be some truth to
the viola being the best medium
for expressing intimations of mor-
tality. This is the latest compila-
tion of last — or at least late —
works, conceived by their com-
posers towards the end of their
lives. Shostakovich almost didn't
make it, finishing his manuscript
only days before he died in hospi-
tal. His is the largest-scaled and
most impressive piece here, and
might have been better placed
last. There are compositions that
tend to become slower over the
years, and this is one of them
(along with the Walton Concerto
and the Bax Sonata). Refreshingly,
Cortese and Garvayo have looked
again at Shostakovich’s metronome
markings. In the first movement,
they are 2 minutes faster than
Yuri Bashmet and Sviatoslay
Richter, and they need 6 whole
minutes less than their predeces-
sors did for the final Adagio!
Conversely, their Allegretto is
slightly slower (adquiring a con-
vincingly Shostakovian dogged-
ness), so that the three move-
ments have a similar pulse. That
said, there is more to this piece
than they find in it, at least on
this showing. Cortese’s playing is
not inexpressive, but the actual
tone has a certain... well, monot-
ony. Khachaturian’s unaccompa-
nied Sonata is in one movement,
which alternates between accented
passages in détaché and more
cantabile sections in an Armenian
folkloric vein. Cortese sounds
more at ease in the latter, his
détaché including a component of
noise that is too high for my taste.
Martinu’s Sonata was written for

Lillian Fuchs during the compos-
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er’s exile in America. Like his
Rhapsody-Concerto, it is imbued
by a nostalgic longing that eludes
most non-Czech players, and this
reading, while never less than
beautifully played, is no excep-
tion. Grazyna Bacewicz surely
shortened her life by a few years
when she arranged her unaccom-
panied Violin Sonata for the
viola. She was a virtuoso violinist
(student of Carl Flesch) and it
shows. Cortese is equal to all the
music’s demands, which are hair-
raising in the final Presto.

American Journeys — Helen
Stanley: Concerto Romantico;
Newton Strandberg: Concerto;
Alfred Hoose: Excursions;
William Thomas McKinley:
Concert Variations. Karen
Dreyfus, viola; Glenn Dicterow,
violin; Czech Radio SO;
Vladimir Valek, conductor
(Stanley); Silesian Philharmonic
Orchestra; Jerzy Swoboda, con-
ductor (Strandberg, Hoose);
Warsaw National Philharmonic
Orchestra; Carl St. Clair, con-
ductor (McKinley). MMC
Recordings MMC2149.

Ever-adventurous Karen Dreyfus
leads her listeners in “American
Journeys” — so this CD'’s title — of
discovery. Three new Viola
Concertos by American com-
posers seem almost too much of a
good thing, and are best taken
one at a time. Helen Stanley’s
Concerto Romantico does its rtitle
all honours, from the start at
which the “mist of the great gong
. summons the solo viola,” as
the composer herself puts it.
There are more compositorial

finesses than meet the ear ar first

listening, but the remaining
impression is one of dusky
Romantic lyricism. There’s nothing
to beat a good tune played on the
viola, and Ms. Stanley provides
abundantly for them. Newton
Strandberg’s score has brighter
colours, with percussion promi-
nent. The three movements,
totalling less than 107, are over in
no time but manage to include just
about every instrumental effect in
the book, ending in a riot of
colour. In contrast, Alfred Hoose’s
Excursions seem to be going
nowhere in particular, but take an
awful lot of time getting there. The
piece comes over as too episodic,
for all its nice isolated moments.

In McKinley's Concert Variations,
work of a more ambitious calibre,
Dreytus is joined by her husband
Glenn Dicterow,
concertmaster of
the New York
Philharmonic. The

recording of this
piece was originally
coupled with
Mozart’s Sinfonia
concertante, to
which the
unchanged liner
notes continue to
mysteriously refer.
Both soloists make
an excellent case for
a beautifully written
composition, the
formal perfection of
which avoids all
academicism. In all
this music, Dreyfus
proves a pcrﬂ‘c( and
cl()(]ucm advocate
of her chosen com-
posers’ very differ-

ent voices.
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William Thomas McKinley:
Viola Concerto No. 2; Patrik
Bishay: Frameworks X, Sinfonie
No.2: Metamorphose. Karen
Dreyfus, viola; Silesian
Philharmonic Orchestra; Jerzy
Swoboda, conductor
(McKinley); Moravian
Philharmonic Orchestra; Vit
Micka, conductor (Bishay).
MMC Recordings MMC2148,

A little motive in McKinley's
Concerto kept haunting me dur-
ing most of its first movement,
until I just had ro stop the CD
and work out what it reminded
me of. It turned out to be the
Romance by Benjamin Dale! I do
not want to suggest any kind of
large-scale “borrowing” — it was a

matter of just a few notes —, but
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the resemblance rightly suggests where McKinley's
heart is: his music is unashamedly Romantic, and he
seems to enjoy a good tune. What stays in the mind,
though, is his masterly use of the orchestra. The very
beginning of the Concerto, with its dark, mysterious
ascending figures, immediately evokes a primeval
atmosphere out of which the extended movement
eventually evolves. Throughout the long piece (367),
McKinley’s idiomatic use of his forces is constantly to
the fore, and this includes the solo viola, which — as
the composer has realized — can't be treated like a big
violin, The great demands put upon the soloist never
compromise the piece’s lyricism. There may be a few
tremolando passages too many, but McKinley’s concer-
to (which has art least two siblings) deserves more than
just the occasional airing. Karen Dreyfus is well inside
the piece’s idiom, and on top of its technical difficul-
ties. Watch out for the last movement’s cadenza! The
CD is completed by two symphonic compositions by
the young German, Patrik Bishay. They are of a rather
different hue. If, as the composer says, his music
“reflects the social and political status quo in early
21st Century Germany”, then that country might be

n higgcr trouble than we think.

Julius Rontgen: Three Viola Sonatas; Lyrische
Giinge for voice, viola and piano. Brahms: Two
Songs op. 91. Francien Schatborn, viola; Jeannette
Koekkek, piano; Margriet van Reisen mezzo sopra-
no. Etcetera KTC 1297.

Although German-born, Julius Rontgen (1855-1932)
has been “adopted” by the Dutch since he moved to
Amsterdam as piano teacher and later director of the
Conservatoire, and his name adorns the frieze of the
Amsterdam Concertgebouw. A son of the Leipzig
Gewandhaus Orchestra’s leader, Réntgen was a pas-
sionate viola player, if only on an amateur basis. His
three sonatas, all written in one burst of inspiration
between November 1924 and March 1925, show an
intimate understanding of the instrument. In spite of
these dates, they inhabit a much older, Brahmsian
sound-world (this is not a criticism in my book!), and
are also from a formal point of view quite conserva-
tive. Francien Schatborn was a student of Jiirgen
Kussmaul at the very conservatoire of which Réntgen
was director, and is now principal viola of the Dutch

Radio Philharmonic Orchestra. Together with her



regular piano partner, Schatborn
makes a very convincing case for
this music, the plangent tone of
her 1826 Pressenda viola taking
ideally to Réntgen’s melancholy
melodic vein. The second CD
includes Rintgen’s song cycle
Lyrische Giinge (Lyric Paths),
together with the compositions
that probably inspired it: Brahms’s
Songs for mezzo soprano, viola
and piano. With a singer who is
alert to the text’s nuances, this is a
riveting performance of a strange-
ly haunting work. The Brahms
songs receive a lighter perform-
ance than is usually the case, with
the Cradle Song given an agree-
able lilt.

Dutch Music for Viola and

Piano: Julius Réntgen, Hendrik
Andriessen, Henriétte Bosmans,
Géza Frid). Francien Schatborn,

viola; Jeannette Koekkek, piano.
Etcetera KTC 1255.

Until now, I would have been
hard put to name any Dutch com-
posers, let alone some who have
written music for the viola. This
CD goes some was towards better-
ing the situation, even if the fea-
tured composers do include a
Hungarian and a German! Even if
his early Sonatine (1924) sounds
like it, Hendrik Andriessen (1892-
1981) was not, as claimed in the
liner notes, a student of César
Franck (who died two years before
Andriessen was born!). However,
the one-movement picce is indeed
redolent of fin de siecle melodious-
ness, and none the worse for it.
Andriessen’s Sonata of 43 years
later still inhabits the same sound
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world, and even has some
Franckian fingerprints, e.g. cyclic
clements connecting the three
movements. The other bona fide
Dutch composer included is
Henriétte Bosmans (1895-1952),
represented by two agrecable
miniatures, transcribed respective-
ly from the violin and the cello.
Géza Frid (1904-1989) studied in
his native Budapest with both
Barték and Kodily before settling
in Amsterdam. His Sonatina
(1946) shows their influence,
especially in the fiery last move-
ment, which also requires the
player to tune the two lower
strings up a semitone. Julius
Réntgen (1855-1932) came to
Amsterdam from Leipzig. An
amarteur violist, he wrote three
sonatas for the instrument, which
have been recorded by these artists
(see above). The C minor work
(1924) is the earliest and most
ambitious of them. Francien
Schatborn and Jeannette Kockkek
have played all these compositions
many times in concert. They are a
well-attuned duoe, and put across

the music with great conviction.

Orchestral Excerpts for Viola
with Written and Spoken
Commentary by Yizhak
Schotten. YS 7185.

The prospective of a CD of
orchestral excerpts didn’t seem
awtully exciting, but I must say
that it proved an interesting listen.
Yizhak Schotten was a section
player of the Boston Symphony
Orchestra before becoming princi-
pal in Cincinnati and Houston, so
his credentials are beyond the
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shadow of a doubt. He has also
taught these excerpts to countless
students, and — as very soon
becomes clear when listening to
him — he just knows what he is
talking about. His spoken com-
ments on cach excerpt are of
necessity short and to the point,
and complement the more general
notes included in the bookler.

Schotten’s delivery of the hardest
excerpts (both for the section and
solo) is ideally clear: you could
write out the music (including all
the expression marks) after listen-
ing to this CD. Schotten has been
in the faculty of the University of
Michigan for many years now, and
I guess he isn't planning on taking
auditions again, so prospective
candidates needn't fear finding
themselves competing against him!

It might have been possible to include
CD-ROM archives of the relevant
sheet music to beteer illustrate
Schottens fingering and bowing tips.
Ortherwise, I am sure this recording
will prove a useful ool for anyone

preparing for an orchestral audition.

— Carlos Maria Solare is an
Argentinian violist and musicologist
based in Berlin. He contributes to
The Strad, Opera, Classic Record
Collector, MGG (Musik in
Geschichte und Gegenwart) and
Grove Online. He has been a fea-
tured performer at several
International Viola Congresses, is a
member of both the German Viola
Society and the Viola d amore
Society of America, and is currently
on the board of the International
Viola Society.



The Primrose International Viola Archive

announces a generous gift
by Peter Bartdk
of several hundred copies of the

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

* Hardback in black, 12 by 16 inches, 84 pages including photo page.
* Preface by Peter Bartok & Commentary by Liszlé Somfai (Text in English, Hungarian, German, Japanese, and Spanish).
s Fair transcription of the draft with notes prepared by Nelson Dellamaggiore.

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

book as a gift from Brigham Young University.

Send your donation to:
Primrose Account
BYU Development Office
C-389 ASB
Brigham Young University
Provo, UT 84602



AT THE GRASSROOTS

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

Welcome Alabama!

Just wanted to give y'all an update on
what is happening in

Alabama. When most of you think
Alabama, you probably think of the
movie Deliverance and the TV show
Jerry Springer. Well now a budding
viola community can be added to
that prestigious list!

We have elected officers:

Daniel Sweaney, President
Michael Fernandez, Vice-President
Lucina Horner, Treasure

Arvilla Rovit, Secretary

The AVS currently has recital series
set up in Tuscaloosa and
Birmingham and we are currently in
the final discussion stages for setting
up a recital series in Jacksonville.
Once this final series is established,
we will have the entire central part of
the state set up as Viola-Central.
After that, our next stops will be
Montgomery and Auburn (home of
Auburn University). This will take
care of the central-southern part of
the state and after that we will only

have two more cities before the entire

state will have the beautiful sounds of

viola: Mobile and Huntsville.

We are also negotiating with one of
the state orchestras to join AVS in
presenting a concerto night for our
inaugural viola day. Many works are

on the table and we are yet to see

what will be kept and which will be
dropped, but some of the pieces
being tossed around include the
Howell Elegy for Viola, String
Quartet and Orchestra, Bax
Phantasy, and concerti by John
McEwen, Michael Haydn and JCF
Bach. Of course, there are also the

standard musical fare being discussed.

The AVS's collaboration with
Scrollworks is expected to exceed the
original goal of 60 new violists by the
start of the '08-'09 school year. We
already have shops set up to supply
instruments and community busi-
nesses, corporations, firms and prac-
tices agreeing to fund lessons. In
addition, we have recently acquiered
the names of many children and par-
ents who want to learn more about
the viola and are already making
plans for our first viola day in
October(ish).

As for the arts in Birmingham, the
ASO seems to be doing very well as
we are going to expand our roster.
This information is very new so |
cannot say anymore, but the mem-
bers of the orchestra are excited not
only about the prospects but also
what the future holds for current
musicians,

Finally, the Magic City Chamber
Festival is starting to see higher and
higher ticket sales. In addition, more
modern music is being

programmed and for next seasons
inagural event, some of the works
being discussed include the Copland
Sextet, Penderecki Clarinet Quartet
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Local Viola Societies
Alabama Viola Society
Dan Sweancy, president
dsweaney@music.ua.cdu

Arizona Viola Society
Jacqueline Schwandr, president
Jacqueline.schwandi@nau.cdu

Southern California Viola Society
Jennie Hansen, Ilm'sidvnl
malibujen@earthlink.net

Florida Viola Society
Ken Martinson, president
kamart@ufl.edu

Great Lakes Viola Society
Sarah Montzka, interim coordinator
sarahmontzka@mac.com

Towa Viola Society
Christine Rutledge, president
christne@christinerutledge.com

Minnesota Viola Society
|. David Arnorr, president
violaman@aol.com

Ohio Viola Society
Jettrey lrvine, president
jeftrey.irvine@gmail.com

Oklahoma Viola Society
Donna Wolff Cain, secretary
deain@okcu.edu

Oregon Viola Socierlv
Miriam l'.|1$|ix|1 Ward,

\xrmidvnt
miriamenglish@hormai

com

Philadelphia Viola Society
David Yang, president
philadelphiaviola@earthlink. net

Rocky Mountain Viola Society
Jim Przygocki, president
preygeki@uwyo.edu

Seattle Viola Society
Mara Gearman, president
maragvla@yahoo.com

South Carolina Viola Society
Constance Gee, president
cgee@mozart.sc.edu

Tennessee Viola Society
Kathryn Plummer, president
kathryn plummer@vanderbilt.edu

Central Texas Viola Society
Martha Carapetyan, president
marthac ;|r‘.|(!~“gr‘.u|dccunmn‘t

University of Northern Colorado Student VS
Heather Humngmn. president
uncoavs@hormail.com

Utah Viola Society
Claudine Bigelow, president
clandine_bigelow@hyu.edu

Viola Club of MD/DC & VA
Louise Hildreth-Grasso, president
violaqueenlouise@hormail.com

Virginia Viola Society
Johanna Beaver, president
johannabeaver@yahoo.com



and Messian Quartet for the End
of Time. You may say they are
standard fare, but when was the
last time you heard a live per-

formance? ;)

So there is an update on the Viola
World of Alabama and all that the
ALVS has done in the past three
weeks, Wish us luck as we move
forward and we'll keep you

updated!

— Michael Fernandez

Arizona

Arizona violists have had a fun-
filled, productive year. On
October 20, 2007 the annual

Virtuoso Viola Day was held for

middle school and high school

Arizona Members’ Recital: (top [ to 1) Jeffrey Norman, Kara Saunders,

members recital ar First United
Methodist Church in Gilberr,
AZ. Both student and profession-
al members performed works by
Bloch, Hindemith, Reger, Mozart,
and Leclair. Tt was a great recital
which will hopefully become an
annual event. Violists who per-
formed were Kara Saunders,
Hannah Stallkamp, William
Engelsman, Jacquelyn Schwandt,
and Jeffrey Norman. Performing
with the Arizona Viola Society
member performers were Arasch
Ertefai, violin, Mandy Bopp,
piano, and Nan Van Wie, piano.

On January 14, 2008, the Tempe
Symphony Orchestra, under the
direction of Dr. Richard Strange,
held an evening of ensembles in

which symphony members volun-

Arasch Ertefai. (bottom [ to r) Hannabh Stallkamp, Jacquelyn Schwandt,

William Engelsman.

violists in Tempe, AZ. It was a
day filled with viola ensembles
and clinics, culminating in a large

viola ensemble concert.

On December 2, 2007, the

Arizona Viola Society held a
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teered and organized various
chamber ensembles to perform at
the Tempe Center for the Arts.
Members of the TSO, led by
principal violist William (Bill)
Engelsman, performed the third

movement of the Brandenburg
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Concerto No. 6 by J. S. Bach.
The personnel involved included
cight violas (four on a part), one
cello and one bass. The eight vio-
lists who performed were Anne
Tinklenberg, Karla Tandon, Nan
Van Wie, Maia Clak, Karen
Hayes, Lindsey Summers, Seth
Wiley, and Bill Engelsman. The
cellist was Matt Smith and the
bassist was Niel Van Wie.

On February 27, 2008, fifteen
violists from Arizona went to
Chase Field in downtown
Phoenix to audition to perform
the narional anthem ar a
Diamondbacks major league base-
ball game. If chosen to play, the
violists are hoping to perform ar
the game on May 31st, which is
just before the 36th International
Viola Congress (June 4-8, 2008)
and the 11th Primrose
International Viola Competition
(June 1-8, 2008) begin at Arizona
State University in Tempe, AZ.
Those auditioning were
Nokuthula Ngwenyama, Bob
Herzog, John Mitchell, Ann
Thompson, Al Satina, Susan
Morris, Al West, Jeana West,
Cindy Baker, Katie Shields, Jack
Herriman, Bill Engelsman,
Jennifer DeWitt, Harry Fisher,

and Dwighr Lear.

~ Jacqueline Schwandt

Southern California
On New Year's Day, did you sit at
home, and write your list of "reso-

lutions” for the new year?

We didn't. We played chamber



SCVS reading party.

music instead! Board member
Karie Prescott hosted many
Southern California Viola Society
members in her beautiful home,
guesthouse, and garden for VIVA
VIOLA!!! '08. Works from Bach to
Gershwin and players of all ages
mixed and matched and in general
had a whale of a good time playing
music for "violists only." We par-
ticularly enjoyed reading (again!!)
Max Raimi's wonderful arrange-
ment of "Mr. Sandman" for six
violas and started to work our way
through a daunting array of beau-
tiful viola quartet works from the
Absolute Zero Viola Quartet in
Wiales. (Our research department
had fun preparing for this event!)

The Southern California Viola
Choir will be performing two noon
concerts on July 6th and 7th at the
IVS Congress in Tempe, Arizona.
Come hear us play works by Maria
Newman, Bevan Manson, Paul
Chihara, and a surprise... The
theme is "A Taste of Hollywood -
The Players, the Composers.” We

hope to see you all there!

Meanwhile, on April 12, 2008, the
Southern California Viola Society
is hosting "ViolaFest Los Angeles”
at Santa Monica High School.
This second annual day-long event
for kids will include a performance
by Colburn Conservatory
Professor Paul Colerti, a master-
class by USC Professor Pamela
Goldsmith, and a world premiere
by UCLA Composition Professor
Paul Chihara for all the ViolaFest
participants to perform together.
There will be classes to sharpen
skills, and chances to hear and per-

form works for multiple violas.

Student registration is open to vio-
lists in fourth through twelfth
grade. A $20 student registration
fee includes a free ViolaFest t-shirt,
participation in all events, sheet
music and two free tickets to the
Gala Concert. Auditor registration
is $10 and is open to any adult
educator, teacher, musician, or par-
ent who wishes to participate as an
observer. This event is gencrously
sponsored by the American String

Teachers Associarion of Greater
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Los Angeles and the American
Viola Society. Come join us for

this wonderful day!

More information is available on
the Southern California Viola
Society web site at www.southern-
californiaviolasociety.com, where
you can download a brochure and
application form, and further ques-
tions may be directed to gwar-
nick@verizon.net.

— Jennie Hansen

Florida

The Florida Viola Society has been
very active since its inception in
October 2006. We had our first
event on January 13, 2007 at the
University of Florida. The event
included a master class given by
myself, a viola duet reading event,
and a recital with the complete
Hindemith Sonatas for viola and
piano, and the Trio with Viola,
Saxophone and Piano. On March
23, 2007, FVS held a guest master
class with Martha Kartz at the
University of Florida. On
November 11, 2007, FVS held an
event featuring guest violist John
Largess, violist of the Miro String
Quartet, in which he gave a master
class, and performed a recital. We
also held a mass viola ensemble
event with readings of the Bach
Brandenburg Concerto No. 6, and
the Martinson Viola Fantasy for 12
violas. On January 29, 2008, FVS
held a BRATS event at Naples
High School with guest violists
Craig Mumm (Metropolitan
Opera), Melinda Daetsch (Hartt
School) and Monica Biacchi
(Naples Philharmonic), featuring a

performance of the Alan Shulman



Viola Quartet. On March 2, 2008,
the FVS will host a Gala Viola
Concerto Concert Event, featuring
AVS founder Myron Rosenblum,
viola d’amore and Yizhak Schotten.
The concert will include the
Graupner Concerto for Viola
d’amore and Viola, the Reger Suite
for viola and strings, the Telemann
Concerto, and Hindemith
Trauermusik. The event will also
feature a Schotten master class, a
viola d"amore lecture by
Rosenblum, and a reading of the
Richard Lane work for six violas.

— Ken Martinson

Idaho

In October of 2007 Boise State
University hosted a visit from
Melia Watras, viola professor at the
University of Washington. Idaho
Viola Society members were invit-
ed to attend a viola master class
(with students from BSU), and her
recital, which also featured violinist
Michael Jinsoo Lim. The recital
program included Invocation for
violin and viola by Robert Mann,
Suite No. 6 in D Major by ].S.
Bach, Recitativo and Scherzo (arr.
for solo viola) by Fritz Kreisler,
Come Long Fiddler, from At the
Octoroon Balls by Wynton
Marsalis, and the Duo
Concertante for Violin and Viola
by Paul Chihara.

— Linda Kline Lamar

lowa

[n 2008 the lowa chaprer of the
American Viola Society and the

University of lowa will play host
to three guest violists. On

January 30 and 31 Juliet White-

Smith, Professor of Viola at the
University of Northern Colorado
and President-clect of the
American Viola Society, presented
a solo

recital and masterclass at the
University of lowa. The program
included two works for solo viola:
the Bach G major Suite and
Maurice Gardner’s Tricinium for
Solo Viola. Ms. White-Smith
played the Bach with wonderful
stylistic nuance. The Gardener is
a three-movement work for solo
viola which explored the qualities
of the viola. Ms. White-Smith
played with a beautiful, dolorous
sound. The concert ended with a
work written for Timothy
Deighton (Professor of Viola at
Penn State University) in 2002
by Paul Barson entitled: Ice Birds
for viola and audio. It is for
amplified viola and audio. The
viola converses with the CD
recording of electronic sounds,
which evoke a sense of arctic
coldness. Again, Ms. White-
Smith played this piece with a
great brooding and virtuosity.

Upcoming events for the lowa
Viola Society include: a recital at
the University of Northern lowa
on February 20 to be given by
Denis Kalinikov. On March 4,
Luther College viola professor,
Spencer Martin, will present a
recital and masterclass at the
University of lowa. UNI will also
host American Viola Society presi-
dent, Helen Callus, on March 12
for a chamber music collaboration
with the Maia Quartet at the
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University of lowa. While in resi-
dence, she will give solo and cham-
ber music masterclasses.

— Christine Rutledge

Ohio

I have only seen a few concerts
that were daring enough to pro-
gram a lot of a grear thing, all at
once. Now my experiences with
Beethoven'’s three opus 59 quartets,
or Beethovens five ‘cello sonatas,
or even all twenty-four Paganini
caprices will pale in comparison to
an even better all-in-one-sitting
concert

“How Suite It 1s!”, the Ohio Viola
Society’s recent celebration of the
six Bach suites, was a fundraiser for
our annual competition.
Cleveland Orchestra violists
Stanley Konopka, Richard Waugh,
Lisa Boyko, Lembi Veskimerts,
Eliesha Nelson, and Mark Jackobs
performed the suites in chronolog-
ical order to a generous audience
in the Cleveland Institute of
Music’s beautiful new Mixon Hall.
The hall’s acoustics are adjustable
and thus were tailored to the
advantage of our unique instru-
ment. Clearly those who would
attend such an event are wont to
revel in that chocolate sound of
which violists are so proud.

The program was ambitious, just
two hours in length, but came off
like a satisfying six-course meal.
While each performance was beauti-
fully presented, the real treat was to
hear six rich and richly unique voic-
es, cach a fitting part of the overall



How Suite It Is: Lembi Veskimets, Mark Jackobs, Lisa Boyko, and Stanley
Konopka at Ohio VS fundraiser.

repast but imbued with the individ-
ual’s personal flair. Such a concert
also lent itself to compositional com-
parisons among the suites: the night
was highly educational. For me, it
prompted some reconsidering of my
current favorites and least favorites
among suites and movements. The
concert reinforced the wise words of
my first teacher, Deborah Price, who
will tell you that Bach is music that
you will live with for a lifetime. It is
endlessly new.

To conclude, the concert was end-
lessly enjoyable. The fact that
Bach left us such extraordinary
repertoire to commandeer is cer-
tainly worthy of such celebration!

— Annalisa Boerner
Rocky Mountains

As a new Board member on the
Rocky Mtn Viola Society, | am
happy to report on RMVS’

upcoming “Viva la Viola.” The

viola community in this state is a

friendly bunch- many of them
contribute lots of their time and
talents to this event, which has
taken place annually in Fort
Collins for many years now. The
event kicks off with a members’
ht, April 18th-

the program will feature the wide

recital Friday nig
variety of music written for muldi-
p|c violas, im‘luding B()l‘ih.\(l\’\k'\-"b
arrangement of movements from
Prokofiev's Romeo and Juliet for
two, George Benjamin's Viola,
Viola for two, Harbison’s
Cuccaracia and Fugue for four,
among others- perhaps an arrange-
ment of the second movement of
Brahms' B-flat Sexter for six violas?
Featured on the program will be
RMVS and Takacs Quartet mem-
ber Geraldine Walther and guest
Katrina Wreede.

Saturday, April 19th sees the event
move into high gear- at present,
there are over 120 young violists

registered to take partin a full day
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of group activities! In addition, this
year there will be a group specifi-
cally for adult amareurs. Featured
guest Mimi Zweig will give master-
classes throughout the day, and

there will be an exhibit hall as well.

Should be an exciting day!
- Matthew Dane

Welcome Tennessee!

The Nashville skies were grey and
the rain heavy, but the weatcher did
little to dampen the spirits of some
thirty violists from throughout
Tennessee and adjoining states as
the Blair School of Music of
Vanderbilt University hosted a
series of master classes with James
Dunham, Professor of Viola at
Rice University. In addition to
morning and afternoon master
classes, there was a lovely luncheon
sponsored by AVS and Yangs

Violin of Nashville.

The program featured two ensem-
bles coached by John Kochanowski
(Kodaly Serenade for two violins
and viola and the Schumann Piano
Quintet), two Bach solo Suites,
Enesco’s Concertpiece, the
Rochberg Sonata, Schumann’s
Mirchenbilder, Bloch Suite
Hebraique, and the Walton and
Barték Concerti. Participants
included Caroline Gilbert, student
of John Kochanowski; the remain-
ing violists--Dean Whiteside,
James Larson, Jordan Warmath,
Roberto Papi, Tiffany Morris-
Simon, Christopher Lowry, and
Andrew Braddock--were all from

the studio of Kathryn Plummer.



TVS class with James Dunham at Blair Recital Hall at Vanderbilt.
Acoustical tiles include photos of several participants and organizers. Photos
and collage by Dwight Pounds.

Visiting viola teachers included
Hillary Herndon (University of
Tennessee), Sarah Cote (Middle
Tennessee State University and
Belmont University), Dana
Meyer (Franklin, TN), and
Dwight Pounds (Western
Kentucky University). Several
violists from the Nashville
Symphony Orchestra and
Nashville Chamber Orchestra
also attended including Daniel
Reinker, Shu Zheng Yang, Mary
Helen Law, James Grosjean,

Monisa Angell and Clare Yang,.

Officers of the Tennessee Viola
Society are as follows: Kathryn
Plummer: President; Mary Helen
Law: Secretary; President-elect:
Judith Ablon; Treasurer: Clare
Yang; Board Members-At-Large:
John Kochanowski and Chris

Lowry.

The next meeting of the TVS will

be in Knoxville on September 27

at the University of Tennessee and
hosted by Hillary Herndon.
— Kathryn Plummer

Central Texas

Based in Austin, Texas, the
Central Texas Viola Society was
formed as a chapter of the AVS in
the winter of 2005. In its first
two years, the CTVS offered edu-
cational outreach opportunities,
including All-Region and All-
State audition workshops for area
high school students, an open
rchearsal with Nokuthula
Ngwneyama and the Austin
Symphony, and a series of ensem-
ble-playing social events. We
kicked off the 2007-2008 scason
in September by offering our 3rd
annual All-Region and All-State
audition workshops, taught by
CTVS members Ames Asbell,
Martha Carapetyan and Bruce
Williams. Workshop attendance

increased for the third year in a
row, and the students were bright,
well-prepared and interested in
learning the ins and outs of prepar-
ing for auditions. We are proud
that most of the students who
attended the classes were successful
in their auditions. Congratulations
to all who participated!

In November, the CTVS hosted its
first visiting artist. Christine
Rutledge, Associate Professor of
Viola at the University of lowa,
gave a master class on baroque
viola playing, followed by a
demonstration-recital. A fascinat-
ing look into the world of solo
baroque viola performance, it was
a delight for all who attended to
see and hear Christine’s skilled and
enthusiastic presentation. She
explained the differences in
baroque and modern instruments,
and demonstrated on her own
baroque viola how baroque com-
positions call for u)mpk'tcly differ-
ent physical and musical tech-
niques than those of the modern
era. Each of the master class per-
formers made significant changes
and were inspired by their new
understanding of baroque per-
formance practice.

In December, members of the
CTVS and friends gathered to do
some “Viola Caroling” at two local
convalescent homes in Austin. At
each one, we talked with residents
and answered questions, as many
were unfamiliar with the instru-
ment. These performances were
meaningful not only to our audi-
ences, but gave members a way to
bring our ensemble playing into

[I1C Wid(.'l' C()lﬂlﬂllﬂi[)’.
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In 2008, the CTVS looks forward to many varied activ- Conservato ry of Music

ities including seminars on improvisation for violists
and movement techniques for healthy playing. Coming
up soon in March, we are helping to promote an

upcoming viola duo recital with Miro Quartet violist STUDY... at Baldwin-Wallace (a”ege vy

John Largess, on the faculty of the University of Texas home of a premiere undergraduate
School of Music, and guest artist Kenneth Martinson of (ongervam,ry of Music near Cleveland, Ohio

the University of Florida.

At present we are primarily composed of violists in the
Austin metropolitan area, but hope to include commu-
nities within driving distance. At the crossroads of
many different types of music and performers in Austin,
the Central Texas Viola Society is making its own mark
and offering valuable opportunities to violists interested
in learning more about their instrument, its repertoire
and performance possibilities.

— Martha Carapetyan

Virginia
Embrace . . . various performing and teaching opportunities . ...

« Full undergraduate Symphony Orchestra

« Extensive chamber groups

+ Recent masterclasses with Biava String Quartet, James Braid,
Feldenkreis teacher and massage therapist, Melanie Andrew Grams, David Holland, Takako Masame, Debbie Price,
Lepper, will work with members in a unique event ded- Pamela Tellejohn Hayes, Philip Tietze, Lembi Veskimets, and

Paul Yancich
« Active student chapter of American String Teachers Assaciation (ASTA)

e . _ + Teaching opportunities in the Preparatory Division and through
Carolina chapter) will collaborate with Johanna Beaver The Cleveland Orchestra Partnership

The Virginia Viola Society is looking forward to three
big events this Spring. Coming in March, certified

icated to physical health and well-being. Our former

President, Connie Gee (current President of the South

in a recital and master class at the University of Mary o )
Meet . .. Ms. Louise Zeitlin, Professor of Viola, at a FREE workshop ...

' ' TR . ) Saturday, November 10, 2007

we'll have a Viola Day in Charlottesville ”“»"Ud'"g Register online: www.bw.edu/admission/conservatory/workshops.asp

recitals and master-classes given by Univ. of Virginia

Washington and, rounding out the school year in May,

Audition ... . to be part of the Conservatory!

) . = On campus: Nov. 10, Jan. 19, Jan. 26, Feb. 16 and Mar. 1
accomplished violists, as well as plenty of viola ensem- 0ff campus: Tampa, Interlochen, Houston, Dallas and Chicago
ble playing,

viola faculty Ayn Balija, Daphne Gerling, and other

Music Degrees offered. ..
B.M.: performance, music therapy, music theatre, composition,
theory, history and literature; B.M.E.; B.A.: major, minor; also arts
management emphasis, jazz emphasis and music therapy equivalency

— Johanna Beaver

For more information:
BW Anita S. Evans, Conservatory of Music
275 Eastland Road
‘ TN Berea, OH 44017-2088
I\i‘\\lll l)\.:;(l"l\’ 1-866-BW-MUSIC (toll-free)
T O LR www.bw.edu/conservatory
aevans@bw.edu

Baldwin-Wallace College does not discriminate on the basis of race, creed, age, disability, national origin,
gender or sexual orientation in the administration of any policies or programs
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RBP MUSIC PUBLISHERS

Arrangements by Robert Bridges
Visit our web site for complete catalog and

FREE AUDIO DOWNLOADS!
We now offer instant credit card ordering online

Franck Sonata, viola and piano
Telemann Solo Suite
Stravinsky Suite for Viola and Piano
Prokofiev “Cinderella” Suite for viola and harp
Bartok Rumanian Folk Dances for viola and piano
Puccini Madam Butterfly for viola and harp
Beethoven “Moonlight” sonata for viola and piano
Bizet Carmen Fantasy for viola and piano
Orchestral excerpts from the ballet literature

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

These favorites and more! Visit us online at:

www.rbpmusic.com

Robertson &€ BOns: s s « v 5w s v s 5 6 w8 & IBC
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STRIN%S, PIANO & COMPOSITION

altfornia
ummer
1SIC
JULY 5~28,2008

Stevenson School
Pebble Beach, CA
LESSONS:

Hans Boepple* Piawe
Sheila Browne* ata
Zaven Melikian Véaten
Irene Sharp™* Cetts

Robin Sharp‘*‘ TViolin
Wendy Sharp™* %otin
Arne Balk-Moller™ %ot
David Tcunpidm Comprosition

* also chamber music

" CHAMBER MUSIC:
Richard Andaya
Timothy Bach
Scott Woolweaver

Team Playing & Artistry

Auditions:
Video/DVD or Live
* PERFORMANCES

* PRIVATE LESSONS
+ CHAMBER MUSIC
* MASTER CLASSES
+ COMPOSITION

Application deadline:
February 22,2008
WWwWWw.CsmusIC.org
csm@csmusic.or‘g
415.753-8920/8934 fax

Q

YAMAHA
Official Piano
of CSM
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American Viola Society

The American Viola Society (AVS) was founded for the promotion of viola performance and research. AVS membership
includes two print issues of the Journal of the American Viola Society, published in November and March, and an online-
only issue released in July. Your personal and financial support through AVS membership is appreciated!

Personal Information (students, please use your permanent address)

00 New Member [ Renewal [ Change of Address (the Journal of AVS cannot be forwarded!)

3 My address/telephone number/email have not changed since last year.

Do you wish to be included in the online and print teacher directories? O Yes [J No

Do you offer AVS members a one-time discount (suggested 50% off) on your private lesson fee? O Yes [ No
How did you learn about the American Viola Society?

First Name - ) Last Name

Address

City/State/Zip or Postal Code

Country ) __Home Phone

Work Phone - _Fax - B
Email B Website

Affiliations (check all that apply)

3 University Professor (3 Studio Teacher

[ Professional Orchestra (3 Student

O Professional Chamber (3 Library/Institution

O Freelance/Independent 0 Amateur/Hobbyist

3 School Teacher O Retired

3 Music Business (3 Other (specify) ) ,
0 From time to time, the AVS makes its mailing list available for other viola/music-related mailings. If you do not wish

to receive these mailings, check this box.
National Teacher Directory Information (teachers, please complete the following)

The AVS National Teacher Directory is published cach year in both print and online formats as a resource for parents and
students. The online version includes only the teacher's name, telephone number, and email address, as well as teaching and
affiliation information,

Levels of instruction (check all that apply):
(J Beginner O Advanced (3 Professional
J Intermediate O College/University

Specialization(s) (check all that apply):
(J Suzuki Instruction Orchestral Audition Preparation
O Professional Tune-Ups Popular/Jazz/Folk Styles

(3 Chamber Music Other (please specify)

aaaa

Affiliation(s) (check all that apply):
3 Private Studio
(3 Public School Teacher

Community Music School
College or University
School Website

aaaga




aaa aaaaaao

First Name
Company

Membership Dues

Referred by
$48 Regular Membership

$21 Student Membership

$63 Joint AVS/Canadian Membership
(includes both JAVS and CVS newsletter) (Residing outside the U.S.)

$27 Emeritus Membership* (J  $48 Institutional Membership

* (those age 65-plus who have been a regular member for a minimum of 8 years)

Group Membership Rates (five or more applications submitted together, no online registration)

_ $42 Regular Membership ~ $18 Student Membership

Additional Gift Membership: Half price regular membership ($324), must be accompanied by your regular membership
renewal. We will acknowledge your gift to the person you list below:

Last Name

(print name of AVS member.)
(] $58 International Membership

(Residing outside the U.S.)
(3 $30 International Student Membership

Address

City/State/Zip or Postal Code

Country - ; Home Phone ) )
Work Phone Fax N
Email Website

AVS Local Chapter Dues:

Membership in AVS local chapters is optional and must be accompanied by membership in the AVS National
organization. Please check all that apply. All dues sent with this application payable to the AVS.

Alabama Viela Society
0 $10 Regular
) § 5 Student
Arizona Viola Society
O $10 Regular
0 $ 5 Studem
Central TX Viola Society
O $10 Regular
O  § 5 Student
Florida Viola Society

a SIS Regular

lowa Viola Society
0 $10 Regular
m] § 5 Student
Minnesata Viola Society
M § 8 Regular
(m] S 4 Student
Ohio Viela Society
m] $10 Regular
0 5 5 Swdent
Oklahoma Viola Socicty
O $10 Regular

Oregon Viola Society

(m] $10 Regular

0 $ 5 Student
Rocky Mt. Viola Society

0§15 Regular

O $10 Studen
Seattle Viola Society

(m] S15 Regular

(m) $ 5 Student
South Carolina Viola Society

n $10 Regular

Tennessee Viola Society
(m) 815 Regular
O $ 5 Stwdent
Utah Viola Society
a $10 Regular
a $ 7 Senior
O  § 5 Student
Viola Club of DC/MD & VA
O  $10Regular
m ] $ 5 Student
Virginin Viola Society

O § 5Student 0§ 5 Swmdent O § 5 Swdent O $10 Regular
Great Lakes Viola Society Southern CA Viola Society a § 5 Student

0 $20 Regular (m] $10 Regular

0O 810 Student 0O s 5 Student

&2 oA BB B B B

$

Payment Enclosed
~ AVS National Dues
~ Chapter Dues
I wish to make an unrestricted gift to the AVS in honor or memory of *
I 'wish to make a donation to the Primrose Memorial Scholarship Fund*
I wish to make a donation to the AVS Endowment Fund*

I wish to make a donation to the David Dalton Viola Research Competition*

Please send me more information about donating an instrument to the AVS Viola Bank*
TOTAL (*Donations to the AVS are tax-deductible as allowed by law.)

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

O MasterCard
Credit Card #

0O Visa

(3 American Express:

Expires

Name on Card

Send application and payment to;
American Viola Society « 14070 Proton Rd, Suite 100, LB 9 « Dallas, Texas 75244 USA
(972)233-9107 ext. 204 Fax (972)490-4219
Join online at www.americanviolasociety.org!
Revised 4/15/2008



ROBERTSON AND SONS
VIOLIN SHOP

A T E

Violins * Violas *» Cellos » Basses

Sincc its founding in 1971, Robertson & Sons
Violin Shop has grown into one of the nation’s premiere

sources for fine and rare instruments of the violin family
and boasts the largest inventory in the country!
Please inquire about our most recent acquisitions.

*Fine Rare & Contemporary Instruments *
» Valuations & Certificates of Authenticity e
* Expert Repairs & Major Restorations »

* Strings & Accessories * String Sheet Music ¢

(505)889-2990 & FAX (505)889-7790 e (800)284-6546
3201 Carlisle NE, Albuquerque, New Mexico 87110 USA

Visit our website at
http://www.robertsonviolins.com




A NEW VISION FOR VIOLA

SYNTHETIC
CORE

THE DISTINCTIVE TIMBRE, QUICK SETTLE-IN PERIOD, SUPERIOR TUNING STABILITY
AND UNSURPASSED DURABILITY OF VISION VIOLIN STRINGS HAVE MADE THEM AN
INSTANT SUCCESS. NOW VIOLA PLAYERS CAN SHARE THIS VISION.

INTRODUCING VISION VIOLA STRINGS. HANDMADE IN VIENNA BY THE MAKERS OF
THE FAMOUS DOMINANT STRINGS. AVAILABLE SOON AT YOUR LOCAL DEALER.

www.thomastik-infeld.com

Connory & Co
Exclusive U.S.A. Distributor
www.connollyandco.com

1-800-644-5268

HANDMADE STRINGS SINCE 1919
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