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The 2015 CMSA convention was, by all accounts, a 
tremendous success both musically and organizationally. 
The Austin team, in conjunction with the CMSA convention 
committee, set a very high standard of expectations for 
future conventions. Our Philadelphia crew is working 
diligently to ensure that the 2016 Convention – which 
happens to be the 30th CMSA 
convention – will be a special and 
memorable event for all attendees! 

CONFERENCE PROGRAM
The 2016 Convention will be 
organized around the theme 
of ensemble and orchestra 
performance. Given the fact 
that a high percentage of CMSA 
attendees are members of 
mandolin orchestras or ensembles, 
we thought there would be value in 
shining a light on issues pertinent 
to performing with others. This 
theme will be reflected in the 
selection of guest artists and 
workshop topics. While the guest 
artist rosters at many CMSA 
conferences tend to focus on world-
class individual performers, this year’s roster will feature 
world-class mandolin-based ensembles.  

While details are still being worked out regarding this 
year’s guest artists, we are very pleased to announce 
that Dr. James Bates will once again return to conduct 
the 2016 En Masse Orchestra! As many of you know, Dr. 
Bates is a talented educator and conductor who inspires 
and guides the orchestra to deliver a diverse and engaging 
concert program. In the process, orchestra members glean 
practical concepts and skills that they take back to their 
own ensembles and orchestras.

We are also very happy to announce that Neil Gladd 
will be serving as the 2016 Composer-in-Residence! For 
many of our readers, Neil Gladd needs no introduction. 
He is one of the foremost figures in the history of the 
mandolin. Gladd appeared as a soloist at Kennedy Center 
and Carnegie Hall. He also performed with the National 

Symphony, under Leonard 
Slatkin, and with the Philadelphia 
Orchestra, under Rostropovich.  
A critically acclaimed recording 
artist, Gladd produced numerous 
classical and ragtime albums over 
the course of three decades.

Gladd is also a prolific composer. 
He has written works for a 
wide range of instrumental and 
vocal configurations. Many of 
these include mandolin, as solo 
instrument or in combination with 
other instruments. As a composer, 
Gladd’s work references diverse 
musical genres: from the English 
Renaissance to ragtime, and from 
Italian Baroque to Sousa. 

HOST COMMITTEE AND HOST ORGANIZATION
The 2016 host organization, the Mandolin Society of 
Philadelphia (MSOP), is an umbrella organization 
comprised of two mandolin orchestras: the Munier 
Mandolin and Guitar Orchestra and the Philadelphia 
Mandolin Ensemble. The Munier Mandolin and Guitar 
Orchestra hosted the CMSA Convention in 2004.

Founded in 1957, when two smaller mandolin groups 
merged under the baton of Dr. Joseph Tirrachia, the 
Munier Orchestra has been an important part of the 
musical and cultural life of Philadelphia’s Italian-
American community. The orchestra’s roots are firmly 



2

30th Annual Convention .........................................................1,4 Modern Repertoire for Mandolin Orchestra.......................12-15

Presidents’ Message..................................................................3 Lichtenberg Joins ArtistWorks.................................................16
Scholarship for Second Mandolins.............................................3 CD Review: Duo Acquavella....................................................18
Music Review: Acquavella “2014”...............................................6 DeWalt Wins Composition Prize...............................................19
Composer’s Corner..................................................................6-7 Reservations for Valley Forge..................................................19
Book Review: Evelyn’s Big Book for Mandolins.........................8 CD Review: Music for Bandurria and Guitar..............................20
Sheet Music: Captain O’Kane......................................................9 Short Reviews Vol 5.................................................................21
Mandolin Academy in Venice...............................................10-11 Which Finger?....................................................................22-25
Austin Convention Financial Recap..........................................11 Teachers....................................................................27

CONTENTS

Classical Mandolin Society of America

The Mandolin Journal is published quarterly (February, May, 
August, November) and sent as part of membership in the CMSA.  
Individual and household memberships are available.  Individual: $35; 
Household membership: $35 plus $10 for each additional membership 
in a household.  Orchestra subscriptions are accepted only for foreign 
orchestras.  Dues should be sent to CMSA, 3925 30th Avenue South, 
Minneapolis, MN  55406-3108.

Advertisement Rates: $60 per full page, $30 per half page, $17.50 per 
quarter page.  Ads should be grayscale/black & white and in pdf or jpeg 
format.  Please email ads to the editor at CMSAjournal@gmail.com. 
Send payment to CMSA, 3925 30th Avenue South, Minneapolis, MN 
55406-3108.

Back Issues of the CMSA Newsletter of last year are available for $3.00 
each. As long as copies last, our introductory issue of 1986 is $1.00 each.  
We invite suggestions and written contributions to the Newsletter  
please email them to CMSAjournal@gmail.com.

All material (items, notes, editorials and advertising) must be submitted 
by the deadline stated within the Newsletter.  Items not received by the 
deadline will appear in subsequent issues.

www.classicalmandolinsociety.org©2005

Officers:
Sue Lesser & Susan McLaughlin, Co-Presidents ‘17
Lou Chouinard, Treasurer ‘17
David Betts, Secretary ‘17

Honorary Board of Directors:
Hisao Itoh		  Keith Harris
Gertrud Weyhofen		 Ken Tanioka
Michael Troster	

Jackie Zito, Mandolin Journal Editor
Robert Margo, Review Editor
David Betts, Membership Director

Past Presidents:
Norman Levine (1987 - 1989),  founder CMSA
Antonina Nigrelli (1990 - 1996)
Michael Schroeder (1997 - 2002)
Bruce Graybill (2003 - 2007)
Lou Chouinard (2008 - 2014)

Greetings,

Thanks to everyone who contributed to this issue of the 
Mandolin Journal, especially our Review Editor, Robert 
Margo who has done a terrific job of introducing us to so 
many mandolin recordings and publications. 

Speaking of new publications, I just received my copy 
of “The Mandolin; A History” by Graham McDonald - 
a 420 page comprehensive history of mandolin family 
instruments from ancient Mesopotamia to the modern 
era.  It is well documented with photographs and very 
well written.  I highly recommend it. 

Another new mandolin book that I have been enjoying 
is CMSA member Evelyn Tiffany Castiglioni’s book 
“Evelyn’s Big Book for Mandolins 2015”.  The book 
contains more than 150 reels, jigs, hornpipes, waltzes, 
airs, and songs arranged for small ensembles.  I had a 
great time playing through the book with friends during 
the Christmas holidays.  See page 9 for a piece from 
Evelyn’s book and a full review on page 8.

I was pleased to find out that Caterina Lichtenberg has 
joined the faculty of the online teaching site ArtistWorks 
and will be offering a course in classical mandolin. There 
is a brief description of ArtistWorks on page 16.  I am 
very familiar with ArtistWorks since I have been taking 
a course with finger-style jazz guitarist Martin Taylor 
since last summer.  The ArtistWorks platform is very 
thorough and provides the opportunity for students of the 
courses to interact with each other and their teacher via 
video submissions and forums. I have had the privelege 
of getting a preview of Caterina’s classical mandolin 
course and can report that it offers over 200 video lessons 
from beginner through advanced plus performance video, 
backing tracks, and sheet music for many pieces.  It is 
well worth checking out - artistworks.com

The deadline for submissions for the May issue of the 
Mandolin Journal is April 1st.   Please email submissions 
to me at CMSAjournal@gmail.com.

Sincerely,
Jackie Zito 

Editor’s Note
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Fred Pike ‘18	
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The Lou Chouinard Scholarship for Second Mandolins
submitted by Susan & Sue

Greetings and Happy New Year!

Elections to the CMSA Board of Directors were 
finalized just as the MJ was going to print.  Three “at-
large” positions were available, and the Nominating 
Committee put forward the names of three candidates, 
which the Board accepted by acclamation.  Please join us 
in welcoming Jim Bates and Vicky Gleicher to another 
term on the Board, and in welcoming Fred Pike (of the 
Milwaukee Mandolin Orchestra) to his 1st term. A big 
thank you to John Goodin, who is stepping down from the 
Board, for his many contributions to CMSA.  A recap of 
Election results will be posted on the website and in the 
next issue of MJ. 
 
2016 heralds the 30th Annual Classical Mandolin Society 
of America’s convention.  We are pleased that the host city 
is Philadelphia, home of two very fine mandolin groups 
with a long history of excellence. 

 As you will read in Director Mark Linkins’ article, the 
host committee is comprised of members from each 
orchestra. Together they have developed a vision for 
the 2016 convention that is ground breaking for our 
organization.  For that reason, we expect a larger than 
average attendance and encourage you to make your 
hotel reservations very early this year.

Online Evaluations and Surveys:
For the Austin convention, we moved to an online 
evaluation and we had an incredible response from the 
attendees. We included questions that covered a broad 
range of topics to give our members an opportunity to have 

a voice in the CMSA future direction.  We will also tap into 
this feedback to evaluate ways to provide increased value 
to our members year-round, and ensure CMSA remains a 
relevant organization in an ever-changing world.
 
New website design: 
Our website is another significant member benefit, 
serving as a primary forum for organizational activities, 
and a repository for valuable information.   CMSA’s 
website, with all its inherent duties, has been managed 
on a volunteer basis for the past decade by Dave Betts 
of Philadelphia.   Dave has announced that he will be 
stepping down from his webmaster responsibilities in 
2016.  In the coming months, we’ll be transitioning to a 
team-based approach for managing our website activities.  
Indeed, it will take a small fleet of volunteers to fill Dave’s 
shoes!  Please join us in thanking Dave for his enduring 
commitment to CMSA and his passion for all things 
mandolinistic!

We will continue to update you on the exciting headlining 
performers as that information becomes finalized, and 
also keep you up to date on our web design progress.  
The current website will continue to be fully operational 
during this process.  Also, if you have not already become 
a “friend” of CMSA on Facebook, take a look! There are 
lots of interesting posts updated daily about our mandolin 
friends around the world.

Wishing you lots of music for the New Year!
 
Susan & Sue

At the Austin Convention, we announced the establishment 
of the Lou Chouinard Scholarship for Second Mandolins.  
During his tenure as President of CMSA, Lou worked 
tirelessly for the betterment of the organization, leaving 
his imprint on every aspect of our activities.  The financial 
stability we enjoy today is due in large part to Lou’s steady 
guidance.  As Lou’s successors, Sue & I have benefitted 
greatly from his wisdom and experience, and his ready 
willingness to share.

To acknowledge Lou’s contribution to CMSA, we wanted to 
create something lasting, something that would nurture a 
cause that was close to his heart.  As many of you know, 
Lou has long been a champion of the second mandolin 
section of the En Masse Orchestra at conventions.  The 
decision was made to set up a scholarship to benefit 
other second mandolin players.  In the weeks leading 
to the Austin Convention, we had quietly collected seed 
donations of close to $1200 for this purpose, and we were 
able to surprise Lou at the gala banquet with the official 
unveiling of this Scholarship in his name.

Beginning with the Philadelphia convention, first 
time convention attendees who register for the second 
mandolin section of the En Masse Orchestra may apply to 
access some of these funds in order to help offset the costs 
of attending the convention.  Alternatively, C.M.S.A. 
members may wish to recommend someone for this 
scholarship.  To inquire about this scholarship, please 
contact either Susan at carpe_plectrum@sasktel.net or 
Sue at sulesser@gmail.com.  Anyone interested in making 
a donation to the Lou Chouinard Scholarship for Second 
Mandolins can send a check to:

CMSA
3925 30th Avenue South
Minneapolis, MN USA
55406-3108

	

Lou Chouinard

mailto:carpe_plectrum@sasktel.net
mailto:sulesser@gmail.com
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(continued from page 1)

30th Annual CMSA Convention:

planted in the Golden Age of Italian mandolin. As a 
child in Italy, Dr. Tiracchia studied mandolin with Carlo 
Munier. Tirrachia’s father was an acquaintance of both 
Munier and Raffaele Calace. 

In recent years, the Munier Orchestra has expanded its 
repertoire to include a wider range of classical, pop, and 
world influences. Across the decades, the orchestra has 
recorded four albums, including the recently released CD 
“Illumination” (2014). The Munier Orchestra is pleased 
to include two charter members among its current roster: 
Vince Varano and Elaine Peden have performed with 
Munier since its founding nearly 58 years ago. Over the 
years, Munier brought many of the foremost mandolin 
soloists to Philadelphia, including Howard Frye, Guiseppe 
Anneda, Carlos Filippis, Tamara Volskaya, and Chris 
Acquavella. Most recently, Munier welcomed NAME (the 
New American Mandolin Ensemble) as guest artists. 
Mark Linkins serves as Munier’s current musical director 
and conductor.

The Philadelphia Mandolin Ensemble (PME) was formed 
by Joe Todaro in 2006 to provide an opportunity for 
Philadelphia-area mandolinists to perform a diverse 
repertoire in small group settings. PME is a 13-piece 
ensemble which includes a number of members who 
also perform with the Munier Orchestra. PME’s 
instrumentation includes hammered dulcimer and two 
vocalists, in addition to the typical mandolin ensemble 
line-up (mandolin-family instruments, guitars, and bass). 
Much of the PME repertoire is arranged or composed 
by members of the group. The group has participated 
in numerous collaborations with Philadelphia-area 
musicians, including three collaborations with regional 
choral ensembles to perform Vivaldi’s “Gloria” (with 
Vivaldi’s original orchestration adapted for mandolin and 
guitar ensemble by PME).

LOCATION
The 2016 convention will be held at the Radisson Hotel 
in Valley Forge, PA.  Valley Forge is located 25 miles 
northwest of Center City Philadelphia. The convention 
venue is located within walking distance of the Valley 
Forge National Historical Park. The park has much to offer 
in the way of history, hiking, and savoring the pristine 
beauty of the south-east Pennsylvania countryside.

The conference venue is also within walking distance of 
the King of Prussia Mall, the 2nd largest shopping mall 
in the United States. Those interested in gaming will be 
pleased to know that the Radisson Hotel is located on the 
same premises as the Valley Forge Casino Resort. 

Conference attendees will be able to access Center City 
Philadelphia via car, shuttle, or taxi. Philadelphia has 
recently been named by UNESCO as a World Heritage 

City, the only U.S. city to receive such a designation.  
The city offers a wealth of historic destinations related 
to our nation’s founding, including Independence Hall, 
Carpenter’s Hall, City Tavern, Christ Church, and the 
Betsy Ross House. The National Constitution Center is a 
one-of-a-kind museum, established by an Act of Congress 
to “increase the awareness and understanding of the 
Constitution among the American people.” The city is 
also home to numerous cultural and arts institutions, 
including world class art museums (Philadelphia Museum 
of Art, the Rodin Museum, the Barnes Foundation, and 
the Philadelphia Academy of Fine Arts). 

MAKE YOUR HOTEL RESERVATIONS NOW
For a variety of reasons, we anticipate that Valley Forge 
will be one of the most heavily attended conferences 
in CMSA history. The conference will draw from the 
Northeast Corridor, the most densely populated region 
in the United States. Valley Forge/Philadelphia is easily 
within driving distance of Washington, Baltimore, 
Pittsburgh, New York City, Boston, and all points in 
between. Those who make their reservations early can be 
assured a hotel room at the conference venue: the Valley 
Forge Radisson. Those who delay may be forced to find 
accommodations elsewhere. (Closer to the conference 
dates; we will provide a list of nearby hotels for those in 
need of offsite lodging.)

The main convention will run from Wednesday, November 
2 through Sunday November 6. Optional pre-convention 
workshops will be offered on Tuesday November 1. Please 
see the article at the bottom of page 19 for detailed 
instructions on how to book your hotel room.
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Feature Music Review:
“2014” for solo mandolin by Christopher Acquavella, Trekel #6629, www.trekel.de

Chris Acquavella is well-known to CMSA members as a 
gifted performer on baroque (6-course and Neapolitan) and 
modern classical mandolin; as a dedicated and innovative 
pedagogue; and, increasingly, as a talented composer for 
plucked strings.  Originally from New Jersey, Acquavella 
graduated with First Class Honors from Trinity Laban 
Conservatoire of Music & Dance in London, where he 
studied classical mandolin under the late Alison Stephens 
and composition under Andrew Poppy.  Acquavella moved 
to San Diego where he established a large teaching studio 
and also the New Expressions Mandolin Orchestra which 
he directed.   Acquavella has performed widely in the 
United States and Europe as a soloist, chamber musician, 
and with orchestra.  He is in heavy demand as a workshop 
instructor, having taught previously for CMSA, the 
Grisman-Marshall Mandolin Symposium, and on tour; and 
more recently, as the founder and director of the highly 
successful (and on-going) San Diego Classical Mandolin 
Camp.

In 2014, Acquavella moved from San Diego to Detmold, 
Germany, to be with his fiancée, now wife, Stefanie Rauch, 
a distinguished musicologist and, like her husband, a 
superb classical mandolinist.  Moving to a new country 
with (needless to say) a very different language, culture, 
and politics is never easy as an adult; and evidently for 
Acquavella, there were many downs as well as ups.   The 
struggles of a stranger in a strange land “assimilating” 
(as a social scientist would say) while trying to maintain a 
personal identity formed elsewhere provides the inspiration 
for Acquavella’s latest work for solo mandolin, “2014”.

Approximately 7 ½ minutes in length, “2014” begins in 4/4 
(“Andante”) with a 5-note fragment up the neck, which is 
repeated down an octave and then a fifth lower, with slight 
melodic variations each time and ending on a dissonant 
chord, the first of many.  The tempo shifts to “Vivace” for 
one bar, with the first appearance of rapid 16th note triplets 
which figure prominently in the piece.  The Andante 
returns in tremolo-staccato for three bars, and then the 
Vivace again.  At m. 14, the time signature shifts to 15/8, 
with a four-bar passage on the lower strings that forms 
the melodic core of the piece.   Acquavella elaborates on 
this material using triple glide stroke for four measures, 
followed by an energetic passage in chords, and the return 
of the Vivace material, which dissolves into harp arpeggio.  
Mm. 3-21 are then repeated, moving into a second ending 
consisting of fragments of the main melodic material 
played tremolo in octaves at an f dynamic.  The Vivace-
cum-harp arpeggio passage returns, ending on a fermata 
over an arpeggio chord (m. 42).

Next, elements of the main melodic theme are featured in 
a brief Largo section in ¾ played over a moving bass line.  
This is followed by an unusual Allegro, in which a melody 
is played on the E string using left-hand pizzicato while a 
strong, persistent rhythm in eighth notes is set up on the 

G string in which the notes are not plucked but rather the 
string is excited by striking with the side of the plectrum, 
moving along it from over the fretboard (sul tasto) to the 
bridge (ponticello), back and forth.1 

The final page alternates between the rapid triplet 
passages and the steady eighth note rhythm now overlaid 
against a slower melody in dissonant chords.   The eighth 
note pattern with chords continues in Mm. 102-103 which 
is repeated three times, but there is an ossia in quintuple 
glide stroke which, while more difficult to play, is more 
dramatic.  The piece closes with an ff passage in 16th note 
triplets culminating in a quarter note triplet of dissonant 
chords, resolving to a final, very tonal (and uplifting) 
G-major 6th (the top note is the open E string).  

In my opinion, “2014” is Acquavella’s best composition 
to date, a substantial and noteworthy addition to the 
contemporary literature for solo classical mandolin.   
Acquavella’s skill at handling his melodic and harmonic 
material is impressive, and the overall structure of the 
piece is highly satisfying.  The difficulty level is fairly 
high (Trekel rates it as a 4 on their 5-point scale, which 
seems about right to me).  Anyone studying this piece 
with an eye towards performance will need very accurate 
(and pliant) right and left hands; stamina; speed; and, 
as previously noted, command of glide stroke, tremolo-
staccato (duo-style), harp arpeggio, left-hand pizzicato 
and the specialized pick technique in mm. 53-82. If the 
performer is playing the piece on a long-scale American 
carved back instrument some of the indicated left-hand 
stretches in the Largo section (mm. 43—52) may prove 
too daunting, necessitating a change in fingering.  Equally 
important, the performer needs to inhabit Acquavella’s 
shoes, as it were, if the emotional content of the piece is to 
be conveyed successfully to the audience.  Acquavella has 
posted an excellent YouTube video from a live performance 
which can serve as a reference for study purposes (https://
www.youtube.com/watch?v=VdoBIvMjeMM).

“2014” is published by Trekel, as are Acquavella’s other 
works for mandolin.   As always with Trekel, print quality 
is superb; the lovely drawing on the cover of a modern 
German mandolin is an especially nice touch.  The easiest 
way to obtain a copy is by ordering from Trekel’s website, 
listed above.

(Endnote)

1 Acquavella notates the technique with an “X”.  Previously, this type of right 

hand striking has been called “string drumming”.  “Invented” allegedly by the 

Australian mandolinist Adrian Hooper, to my knowledge the first appearance 

of string drumming in the published mandolin literature is in Ian Shanahan’s 

(notorious) avant-garde piece for solo mandolin, “Solar Dust: orbits and spirals” 

written for Paul Hooper and premiered by him in the late 1980s.

by Robert A. Margo

http://www.trekel.de
https://www.youtube.com/watch?v=VdoBIvMjeMM
https://www.youtube.com/watch?v=VdoBIvMjeMM
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by Evelyn Tiffany-Castiglioni, James Kellaris, and Philip DeWalt

At the recent CMSA convention in Austin composer-in-
Residence Joel Hobbs led an engaging and informative 
“Composers’ Forum” workshop that featured three winners 
of the 2014 “Fifteen-Minutes-of-Fame: Austin Mandolin 
Orchestra [AMO]” Composer’s Voice competition. 
Composers Philip DeWalt, Dr. Evelyn Tiffany-Castiglioni, 
and Dr. James J. Kellaris shared their varied and insightful 
approaches to writing for the plucked string ensemble, 
specifically the typical amateur mandolin orchestra 
composed of first and second mandolins, mandola (alto 
or octave), mandocello, guitar, and upright string bass or 
mando-bass.

DeWalt, a former band and orchestra director for the 
Kansas City Missouri Public School District, began by 
recounting his “Tuna Day,” compositional regimen in 
2011, in which he composed one work (in the form of a lead 
sheet) a day for one year. The result is a large resource 
of musical ideas for expanded compositions. He composed 
these short tunes by ear alone, without reference to any 
instruments. He used the ABC notation language when 
he created his “Tuna Day” book.  Although he is a big fan 
of the software program Finale, for this project he found 
ABC, which is commonly used to archive folk music, to be 
more useful.  ABC is a free and easy to learn cross-platform 
notation language. DeWalt used handouts with miniature 
scores to illustrate the process by which he developed two 
of these short tunes, #186 “My New Shoes are Too Small” 
and #203 “Music for a Deserted City,” into complete works 
for mandolin ensemble.    

Among the ideas that DeWalt shared with the audience 
and panel are how composing for a group of mandolins 
differs from composing for other instruments. He thinks 
of a mandolin orchestra as the sonic equivalent of a 
large, expressive harpsichord, pointing out that the two 
instruments have striking similarities in their methods 
of tone production. In addition, one obvious and unique 
feature of mandolins is tremolo, and DeWalt described 
his sparing use of it, dependent on context and musical 
purpose. He also mentioned techniques such as staccato 
(used extensively in “Small Shoes”) and metallico. He 
commonly uses the guitars to play chords and thicken 
the overall texture; though in “Small Shoes” they also 
frequently double the melody.

Though these specialized techniques are important, 
DeWalt says they are not the key ingredient of composing 
for mandolin ensembles. His take-home message was, “If 
there is anything I would like to encourage attendees to do 
as far as the art of composition is concerned, it’s 1) if you 
hear something you like, steal it, (and by that he didn’t 
mean literally, he meant take the idea or style and work 
with it to make it your own, because the reason you liked 
it in the first place is because of its closeness to your own 

compositional voice), and, 2), be as bold and experimental 
as you like, take risks, and don’t worry about whether or 
not the music is ‘good,’ only worry about pleasing your own 
ears, and if others happen to like your music, great! This 
attitude worked for Frank Zappa.”

Castiglioni followed up with her observations as a relatively 
new composer, having written her first tune only 4 years 
ago. Castiglioni is a neuroscientist by training, but she has 
an extensive musical background through performance 
studies on the classical pedal harp, accordion, mandolin, 
and other instruments and in arranging music for various 
instruments. She has been a contra dance accordionist for 
more than a decade and has also become deeply immersed 
in Scottish and Irish traditional harping. 

Both her 40 years as a harpist and her love of the mandolin 
shape Castiglioni’s conception of the sound of the plucked 
string. She feels that each voice of the plectrum ensemble 
contributes a different character and power to the whole. 
The high treble of the mandolin offers brilliance and 
agility, whereas the mandola can reinforce melodies an 
octave lower, as well as produce lovely, warm musical lines. 
The mandocello enriches the texture and complements the 
mandola. The guitar has a very wide pitch range and can 
produce sweet, harp-like arpeggios, melodies, percussive 
effects, or full chords. The bass is the foundation of the 
ensemble, providing rhythmic contrast, syncopation, and 
leading tones to next chord. Keeping these qualities in 
mind, Castiglioni’s foremost goal is to write each part so 
that it is musically rewarding and fun to play. 
 
Castiglioni shared a miniature score of “Carousel,” which 
was performed that evening by the AMO. “Carousel” is 
about a little girl running to ride the carousel, sparkling 
lights, swirling colors, and magical painted beasts galloping 
into another world. The piece has three continuous parts, 
a heart-pounding reel, a mysterious waltz, and a final 
jig. Castiglioni explained that her method of writing was 
to start with melodic ideas and then develop harmonies, 
descants, and counterpoint to enhance the melodies. She 
played a midi of the piece, stopping at each rhythmic 
transition point to explain how rhythm and key changes 
were accomplished by chordal progressions and short 
melodic phrases in one or more instrumental lines. She 
also explained how she used voicing, melody, and harmony 
to add interest and texture and to carry along the musical 
idea. Castiglioni added, “I want to write music that players 
want to play again and again and that listeners want to 
hear a second time.”

Kellaris’ insights as a composer are informed by his 
background as a former professional musician specializing 
in plucked strings. He started playing his grandfather’s 
mandolin when he was 5 and has performed with 

Composer’s Corner:
The Sound of the Plucked String Ensemble

(continued on page 7)
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the Atlanta Opera Theatre and Nashville Chamber 
Orchestra. Dystonia in his left hand recently put an 
early end to Kellaris’ performing career, but he remains 
highly active as a composer of classical chamber music. 
He has won prestigious international competitions and 
served residencies with large orchestras, and his work 
is widely performed in Europe, the US, and Australia. 
Kellaris is well-known in the popular press for his 2003 
scholarly study on “earworms,” the phenomenon in which 
a catchy tune gets stuck in one’s head. Through his 
research he popularized the term, an English translation 
of the German Ohrwürmer, which is now in the Webster-
Merriam dictionary. 

Kellaris presented general principles and specific 
techniques for extending musical ideas. These were in 
evidence when AMO performed the one-minute version 
of Persephonia, which was composed for the Vox Novus 
15-Minutes-of-Fame competition, and the extended 
version, Persephonia II.

Kellaris framed his principles as “Do’s” and “Don’t’s”, 
reflecting his wry sense of humor.  Do think linearly, do 
think architecturally, and do analyze your own music by 
identifying motifs, themes, and fragments. He advocated 
the following Don’t’s: don’t try to compose a Bach chorale 
or 19th century hymn, don’t use the “song” as a template 
for extension, and don’t depend on literal repeats to extend 
the piece. The first technique that Kellaris illustrated was 
temporal augmentation. As an example, the opening 4 
bars in Persephonia were extended to 14 in Persephonia II 
by introducing the notes of the chords one at a time over 
several measures from the bottom up and adding rhythmic 
and dynamic architecture to enable a full appreciation of 
the chords. Other techniques illustrated were “Echoes and 
Episodes,” “Restating the Melody,” “Writing a Contrasting 
B Section,” and “Fugato.” To illustrate Fugato, Kellaris 
showed how his setting of “Bring a Torch, Jeanette 
Isabella” used staggered entrances in each part over 31 
measures to form an interlude without merely repeating a 
verse of the tune.
 
Kellaris summarized his ideas by recommending three 
strategies. First, follow the general principles of Do’s and 
Don’t’s before, during, and after drafting a piece. Second, 
use the 5 techniques to develop a basic musical idea into 
a longer piece. Third, appreciate that composing is not 
the same as song writing. To understand composing, one 
should study longer works, analyzing form and structure 
and applying principles by analogy to develop one’s own 
music ideas.

The Composers’ Forum workshop concluded with a lively 
audience Q&A session, with summary comments from 
Joel Hobbs. Those in attendance affirmed the value of such 

sessions at future CMSA conferences for the continuing 
development of new music for mandolin orchestras.  

About the composers:

Philip DeWalt earned Bachelor of Music Education and 
Masters of Music degrees from the University of Missouri 
Kansas City [UMKC]. He retired after a career as a public 
school band and orchestra teacher and is now completing 
his DMA in composition at UMKC. He has numerous 
compositions to his credit for winds, piano, chamber 
orchestra, string quartet, electronics, and mandolins. 
He was awarded the UMKC Gerald Kemner Award for 
his work “Three Dramas” for chamber orchestra in 2013 
and 2nd prize for his mandolin orchestra piece “Coming 
Attractions” in the Concurso Internacional de Composición 
“José Fernández Rojas”. His mandolin works include 
“Trifecta” for solo mandolin, which was commissioned 
by Dr. Robert Margo and premiered at the 2014 CMSA 
convention in Portland, Oregon, and “Barcarolla,” 
“Waiting for Ian,” “Ignatius Wishes He Could Dance,” 
and “Hora”, which were performed in France by members 
of the ensemble Gabrielle Leone. DeWalt’s website is:  
http://www.philipdewalt.com/#.  His “Zepyhrisms” for solo 
mandolin and mandolin orchestra is published by www.
trekel.de. 

Evelyn Tiffany-Castiglioni is a professor of neuroscience 
at Texas A&M University. She received a B.S. in Biology 
from the University of Texas-El Paso, at the same time 
studying classical harp with Eastman graduate Gayel 
Panke Gibson. She received a Ph.D. in Human Genetics 
and Cell Biology from the University of Texas Medical 
Branch-Galveston. She learned accordion and music 
theory from her father, Robert S. Tiffany, Jr. Her “Jamie 
Suite” for mandolin ensemble was recorded on Enigmatica 
3 by Marilynn Mair’s ensemble Enigmatica (Uncommon 
Strings). Her sheet music for harp is available from 
Afghan Press Music (Cypress, Texas) and for accordion 
from www.musicforaccordion.com.  Her new book of 150 
short mandolin trios, Evelyn’s Big Book for Mandolins, is 
available from Amazon.

James J. Kellaris holds the James S. Womack/Gemini 
Corporation Professorship in Signage and Visual 
Marketing at the Carl H. Lindner College of Business at 
the University of Cincinnati. He holds a Ph.D. degree in 
Marketing from the J. Mack Robinson College of Business, 
Georgia State University, as well as M.S. (Marketing 
Research) and A.B. (French and Music Composition) 
degrees. His research interests include the influences of 
music on consumers (e.g., auditory branding), marketing 
ethics and ethical decision-making and signage-related 
topics. His composer web site can be visited at www.
JamesKellaris.com.

Composer’s Corner:
The Sound of the Plucked String Ensemble

(continued from page 6)

http://www.philipdewalt.com/
http://www.trekel.de
http://www.trekel.de
http://www.musicforaccordion.com
http://www.JamesKellaris.com
http://www.JamesKellaris.com
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CMSA Member and Texas Composer Evelyn Tiffany-
Castiglioni has just released an exciting new collection of 
music.  The subtitle of her book describes it nicely, “Being 
a Collection of Favorite and Uncommon Reels, Jigs, 
Hornpipes, Schottisches, Waltzes, Dances, and Airs for 
Three Mandolins with Descants, Harmonies and Chords.”

I first met Evelyn a few years ago when I had the 
opportunity to sit in with her band Jalapeño Honey, a 
favorite on the contra dance circuit in Central and South 
Texas.   It was an enjoyable gig not only because of the 
talented and convivial band, but also for the delightful 
music.  

Evelyn is a prolific arranger with a large-and growing-
repertoire of unique tunes.  Her arrangements are elegant 
for the player and enjoyable for the listener. Evelyn has a 
knack for writing parts that fit nicely on the instrument. 
These are intermediate level arrangements; attainable by 
the novice with some study and still interesting enough to 
be rewarding for the advancing player.  

In this book, she has carefully curated 150 tunes for a 
variety of situations. In addition to a range of fast and slow 
dances, the collection includes selections for Christmas, 
Hanukah, New Years, 4th of July, and Halloween.

The set also includes about 17 original tunes by the author, 
including a trio reduction of the waltz from Carousel, a 
wonderful piece originally premiered by Austin Mandolin 
Orchestra at CMSA 2015.

Each tune includes three treble clef lines; a melody, a 
descant (a harmony generally within or higher than the 
melody), and a harmony line (generally lower than the 
melody).  The book is arranged for three mandolins, but 
it would be easy to slip in another concert C instrument 
such as fiddle, flute, recorder, or accordion.  The inclusion 
of chords allows you to easily extend the instrumentation 
with guitar, bass, piano or other accompaniment of your 
choice.  The arrangements also work great for duos by 
alternating between the three parts for variety.

I highly recommend you pick up a copy of the book. It 
is an excellent voyage into Evelyn’s magical sound.  It 
represents nearly eight solid hours worth of engaging 
and accessible recreation for your small ensemble.  A 
paperback edition is available from Amazon.com for 
$16.95. 

Feature Book Review:
Evelyn’s Big Book for Mandolins for the Year 2015

by Joel Hobbs



9

























 





     

  


  




        

 

 



        

 

 

 

     

  

    


 





















     


    




  


 

        

       

   

 

        

       

 

 

     

 
    

 























     


      



     



     

      

        



     


    


       



     

   



  



 



















      



 



     

 

 


  

        

   

 

        


      

 

 

   

 
    

 














10

by Lucille Bjorneby

For six splendid days in November, I was privileged to 
study mandolin intensively with Keith Harris while 
experiencing Venice as a temporary local.  To say it was 
a dream come true may sound very cliché – but that’s 
exactly what it was.  

The Mandolin Academy in Venice is the creation of Swedish 
mandolinist/violinist/composer Lars Forslund and his 
Australian friend and colleague of thirty-five years, Keith 
Harris.  The mandolin seminar with Keith Harris was the 
first public event of The Mandolin Academy.  A modest fee 
covered workshop sessions with Keith, lodging in finely 
appointed apartments (we had a “girls’ flat” and a “boys’ 
flat” around the corner from each other), and a concert at 
the end of the workshop.   

For this inaugural session students came from the US, 
Wales, and Austria.  It so happened that we are all Skype 
students of Keith’s.  That was not a requirement for 
attending the workshop, but it was a bond that we shared 
right from the outset.  We developed many more as the 
workshop progressed.

The relatively small size of our group made for informal 
and highly individualized sessions.  The focus was on 
technique, and how to be better mandolin players.  For 
hours each day we homed in on details that would enable 
us to make the most musical sound possible while keeping 
stress and wasted energy to an absolute minimum.  We 
experimented with how we held the pick, and studied how 
it changed depending on what we would be playing.  We 
spent hours studying the movement of the right hand.  
We worked relentlessly on the timing and evenness of 
our strokes which would, eventually, enable us to play 
tremolos beautifully.  As the workshop progressed we 
also studied harmonics, including how to make artificial 
harmonics; how to make vibrato, how to make quick and 
efficient shifts, and how to “hammer on” and “hammer 
off” with the left hand, which would ultimately help 
us to make a much cleaner and more confident sound.  
The fascinating aspect of all of this is that, despite the 
disparity between us in the number of years we had been 

playing, we all learned extremely valuable lessons from 
these deceptively simple exercises.  Although the detailed 
approach was familiar from Internet sessions with Keith, 
it was extremely helpful to learn from watching and 
listening to each other, and from the immediate feedback 
we got from Keith and from each other.  In fact, I learned 
an enormous amount from watching and listening to 
the least experienced student, who had no bad habits to 
overcome and whose movements were efficient and calm.  

One day Keith scheduled an optional afternoon off.  At 
the appointed hour one of us did actually leave to do 
some sightseeing, but the rest of us decided to stay and 
continue working on right hand technique with Keith.  It 
was definitely time well spent!   

Keith had arranged a few pieces especially for those 
taking part. This was important in helping us apply the 
lessons in technique that we were learning.  Of course, in 
the evenings we also played for each other, which was an 
enormous amount of fun.  

We were housed in two lovely apartments in the San Stae 
district -- an area inhabited mostly by locals, which added 
greatly to the charm of the whole experience.  We also got 
to explore Venice – mostly at night, with delightful rides 
on the vaporetto (waterbus) along the Grand Canal, and 
long walks through empty, age-old streets.  One night we 
all went as a group to Piazza San Marco to participate in 
a candlelight vigil for the victims of the terrorist attack 
in Paris.  One of the victims had been a Venetian girl.  
The vigil was a unique and moving experience that I will 
always remember.  

Our end-of-workshop concert took place at the apartment 
of friends of Lars’s, in a building whose original structure 
dates from the 1200s.  Lars, accompanied by a very 
accomplished pianist from Milan, played several of his own 
mandolin compositions.  We were absolutely delighted by 
the pieces, and by Lars’s artistry and versatility.  

Then it was time for us workshop students to play.  Our 
first number was Keith’s trio arrangement of Mozart’s 
Canzonetta from Don Giovanni.  After that, the newest 
student performed a piece written by Keith entitled 
Aeolian Dream.   We ended our program with a rendition 
of Keith’s composition Pinkie Blues.   I am happy to report 
that our little audience was very enthusiastic and that 
the applause was warm and sustained.  

After the performance we all sat down at a long table set 
up in the music room and enjoyed a delicious family-style 
meal of pasta, salad, cheese, and cold meats.  As we sat 

Mandolin Academy in Venice with Keith Harris:
A Personal Account

November 16-22, 2015

(continued on page 11)

Keith and Lars
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laughing and talking I couldn’t help but feel a bit sad that 
this delightful and very special time was drawing to a 
close.  

My days in Venice were a wonderful adventure, which 
would be reason enough to be glad I went.  But they were 
more than that.  I really feel that I came away a better 
player.  For example, I got valuable insight into how 
tension affects my playing, and have begun to address 
its negative aspects in earnest.  The personal interaction 
with Keith and the ability to observe and interact with 
other students that have been studying with him helped 
me enormously in identifying and overcoming bad habits 
and working toward an optimal technique.  My practice 
sessions are more focused and more effective.  And, of 
course, I made some wonderful new friends and learned 
about opportunities to perform in Venice.  (Among Lars’s 
many musical activities he makes arrangements for 
choirs and mandolin orchestras to stay in Venice and play 
concerts there.)  One of my new friends from the workshop, 
who is relatively new to the serious study of music and 
the mandolin, remarked that, in addition to the “non-stop 
and invaluable exchange of technical information” she 
gained a great deal from “Keith’s way of fostering musical 
perception and the ability to concentrate on group aspects 
[of ensemble playing].”  

Keith and Lars are planning to offer another mandolin 
workshop in Venice from March 26 – April 1, 2016.   
Mandolin music, Venice, spending time with kindred 
spirits – what more could one wish?

End of Workshop Concert

Mandolin Academy in Venice with Keith Harris:
A Personal Account

November 16-22, 2015

(continued from page 10)

by Lou Chouinard
As I discussed last year, budgeting for conventions is 
very challenging.  Each part of the budget can have big 
swings based on attendance, performers, etc.  As is our 
normal practice, we budgeted the Austin convention to 
break even.  We assumed 100 paying attendees (as usual) 
and hoped that a Southern location would be a draw for 
CMSA members.  

Congratulations to the Austin Host Committee!  Not 
only did they get a large number of attendees from the 
existing CMSA membership, they also brought in many 
new members from Texas and the surrounding areas.  
Total attendance this year was 111 paid players, 11 paid 
non-players, and 22 comped players (including a record 5 
scholarship students!) for a total of 144 attendees.  This 
increased attendance brought in an extra $4,000 over 
budget.

We had 34 players attend the Mandolin Master Class and 
7 attend the first-ever Guitar Master Class.  

The raffle was, again, a success and brought in $1,700 
to CMSA.  T-shirt sales also brought in more profit than 
planned (+$1,200).

The cost of Audio / Visual Services and Riser Rental 
was over $5000.  In the past, we would have budgeted 
$1,500 for A/V (which we supplied) and the risers were 
free from the hotel.  No more – in an effort to generate 
more profit, hotels are now requiring that we use “in 
house” A/V services and rent risers.  To help offset these 
increased expenses, the Austin Host Committee, led by 
Joane Rylander, secured a grant from the City of Austin 
for $2,700.  This was a great accomplishment!

Our costs for performers were significantly lower than 
the previous 2 years (about $4,500).  A cost reduction was 
expected but not to this degree.

A number of workshop presenters and emcees donated 
their honorariums back to CMSA, for which we are very 
grateful.

The bottom line is that the Austin convention income 
(including e $2,700 grant) exceeded expenses by about 
$5,800.  

CMSA congratulates the Austin Mandolin Orchestra and 
the Austin Host Committee for such a fine convention!

2015 Austin Convention Financial Recap
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The Modern Repertoire for Mandolin Orchestra:
A Curated Starter Kit

by Mark M. Davis and Robert A. Margo

(continued on page 13)

At CMSA Austin we found ourselves in brief conversation 
with the director of one of the leading American groups. 
The discussion turned to “modern” music for mandolin 
orchestra.   This director’s ensemble has long excelled at 
playing early twentieth century American, a.k.a. “Golden 
Age,” repertoire.  The director wished to update the 
group’s music but was uncertain where to begin.  Could 
we suggest some pieces? 

The question is timely and not readily answered.  It is 
timely because one of us – Margo -- is researching an 
article for the CMSA Mandolin Journal that statistically 
compares the repertoires of American ensembles with 
ensembles in Australia and Europe.  Two decades ago the 
repertoire of American groups consisted overwhelmingly 
of Golden Age pieces plus plucked string arrangements 
of the light “classics” (e.g. Brahm’s Hungarian Dances).  
Although the data collection and analysis are not 
complete, it is clear that American ensembles play more 
contemporary music today than in the past – but so does 
the rest of the world and thus, American groups still lag 
behind.1  The question is also timely because, as the other 
author – Davis -- has frequently remarked in the CMSA 
Journal, we live in a new Golden Age of music for plucked 
string ensemble.   A vast amount of well-composed, 
idiomatic contemporary music is out there, ripe for the 
picking (pun intended). 
 
But the question posed to us is not readily answered 
because there is no website to go to for reliable 
information.2   The CMSA website, for example, has long 
offered a “starter kit” for aspiring mandolin ensembles, 
generously made available by long-time CMSA member 
Joyce Adams of the Baltimore Mandolin Orchestra.   The 
CMSA starter kit is certainly valuable for what it is – but 
it consists almost entirely of Golden Age pieces, nothing 
modern at all. 

We offer a (very) brief, curated starter kit of modern 
pieces for mandolin orchestra.  Here, “curated” means 
“extensively and successfully road tested”.  “Extensive road-
testing” means that the piece does not take an inordinate 
amount of time in rehearsal to reach performance 
standard, and that it has been frequently performed by 
us – either the Providence Mandolin Orchestra (PMO) or 
the New American Mandolin Ensemble (NAME) – or by 
other ensembles, most (if not all) outside of the United 
States. “Successfully” means that, assuming the piece is 
well-played, the audience applauds loudly and long.   Our 
list is intended to be practical, so these are the relevant 
criteria, not abstract musical quality.

Before turning to the list, we make several comments.  
First, “modern” covers a wide swath of time.  The earliest 

piece dates from the mid-1920s; the latest, a few years 
ago. 3 

Second, the word “modern” before “music” can strike 
unwarranted terror in the hearts of mandolinists or (so 
they fear) their audience.   As musicians go, plucked string 
enthusiasts tend to be (very) conservative in their musical 
tastes.   There certainly is a wild-and-crazy contemporary 
repertoire for mandolin ensemble (which, to be clear, 
we adore) but nothing on our list comes remotely close.4   
Some pieces take their inspiration from early music; 
others, folk and rock -- in short, music that will sound 
very familiar to your audience and easy on their ears.

Third, the classical guitar is integral to all of the music on 
our list.  Some two decades ago maestro Jim Bates gave 
an interview to the Mandolin Quarterly in which he noted 
the rising prevalence of the classical guitar in American 
conservatories and the urgent need to incorporate 
guitarists more fully into the classical mandolin world.  
Progress has been made since the Bates interview but 
American ensembles still unfortunately have a long way 
to go by world standards.5   There are excellent classical 
guitarists in every nook and cranny in the United States 
who, more than in decades past, are interested (and 
competently trained) in ensemble playing.   But, to keep 
the guitarists happy and coming back for more, we have 
to give them something worthwhile to play.  It is no secret 
in our world that the majority of guitar parts in early 
20th century Golden Age repertoire are musically banal 
and technically simplistic.  For well written, musically 
compelling guitar parts, there is no substitute for the 
modern repertoire.
  
Fourth, it is a good idea to add the GDAE mandola to your 
mandola section, if you haven’t already.    To Americans, 
“mandola” mean “tuned like a viola”.  Some of the music 
on our list is written with the CGDA instrument in mind, 
but most is written for the GDAE instrument – or what 
Americans call the octave mandolin.  Music for the GDAE 
instrument will be written in the octave (8va) treble clef, 
just like the guitar.

Fifth, some of the pieces listed below do not have separate 
parts for mandocello.   This does not mean firing your cello 
section – rather, the cellos can double the bass part, which 
has the added benefit of strengthening the low end, often 
weak in mandolin ensembles.6  By “bass” we mean “string 
bass” – that is, the standard orchestral instrument.  The 
orchestral string bass is a much more flexible and audible 
instrument than its mandolin counterpart.  String bass 
players, like classical guitarists, are everywhere.7

Sixth, while some pieces are freely available, you will 
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(continued from page 12)

have to buy most of the music on our list, typically from 
www.trekel.de.8  For all pieces we indicate where to obtain 
score and parts.9

Seventh, some of the music will likely be more challenging 
than you are used to – sometimes in mandolin terms and, 
more likely, in musical terms.  Rhythm is a case in point 
– contemporary music often mixes up the meter (a bar of 
3/4 is followed by a bar of 4/4) or uses an irregular meter 
(5/4 or 7/8) throughout.  The harmonies and musical form 
may seem unfamiliar.  As a guide, we have grouped the 
pieces into two categories – easy/intermediate, and more 
challenging.10 
  
Eighth, don’t attempt to update your repertoire all at 
once.   Instead, pick a piece or two that seem promising 
based on our write-up; watch on YouTube (all are so 
available, typically in multiple versions) and if you like 
what you see/hear, obtain the music and make it the focus 
of your season.  Don’t give up if a piece takes more than 
the usual number of rehearsals to get up to snuff, and 
perform it several times before deciding whether to keep 
it in your repertoire.  Repeat the above process until your 
repertoire is as updated as desired.

Lastly, our list is deliberately brief – a place to start.  If 
you want more suggestions, get in touch.11

Easy/Intermediate:

1.  Hermann Ambrosius, Suite No. 6  
 
Hermann Ambrosius (1897-1983) was a major figure in 
modern German plucked string music.  Composed in the 
mid-1930s the Suite is his best known (and most frequently 
played) work.  Written in a friendly, neo-baroque style in 
several movements (which may be excerpted to make a 
shorter piece) the Suite is readily accessible to amateur 
ensembles and does not take much rehearsal time to work 
up to an acceptable performance standard.  Practically 
every European ensemble has played it at one time or 
another and excellent versions can be readily found on 
www.youtube.com.  It fits into almost any program and 
is an especially good piece to perform with a visiting 
European group (since so many have played it).   The 
work is published by www.trekel.de.

2.  Hans Gál, Capriccio

Born in Austria in 1890, Gál studied music history and 
composition in Vienna.  After serving in World War One, 
he developed a career as a conductor and composer in 
Germany.  However, being Jewish, Gál’s career was cut 
short by the rise of the Nazi regime in the early 1930s 

and he was dismissed from his conducting post in Mainz.  
Returning to his native Austria, Gál eventually fled to 
the United Kingdom in the late 1930s where he spent 
some time interned as an enemy alien.   After World War 
Two, Gál and his family settled in Edinburgh, where he 
taught and composed at the University until retiring in 
1960.  Gál functioned outside the prevailing European 
musical orthodoxy of his time, writing tonal music with 
great clarity of line and a melodic sensibility derived 
from Schubert combined with late Romantic chromatic 
harmony.   Being fond of plucked strings, Gál composed 
several chamber and ensemble works for mandolin 
including the beautiful Capriccio.  With its modest 
technical demands and relative brevity, the piece can fit 
into most any program.  There are several good videos on 
YouTube.  Score and parts can be purchased from www.
trekel.de.

3.  Owen Hartford, Family Squabble

A long-time member of the Providence Mandolin 
Orchestra, Owen Hartford has an extensive catalog of 
compositions for plucked string ensemble.  His style often 
features irregular meters and phrasing; unusual, if not 
quite atonal harmonies; and flashes of musical wit and 
humor.  “Family Squabble” is the perfect piece for the 
amateur mandolin ensemble taking their first forays into 
mixed meter.  The piece is written with a very catchy 7/8 
theme, with occasional detours into related meters.  It 
has a dramatic ‘conversation’ between first and second 
mandolins (which is very effectively performed by two 
soloists) and ends with ensemble members stomping on 
the floor (representing a slamming door).  Over-all a very 
fun and audience-friendly piece that will repay the work 
involved with a greater security with mixed meter and 
a wonderful encore piece.  For score and parts, contact 
Hartford at his website http://www.bluehillsmedia.com/
music.html12

4.  James Kellaris, Chrysopylae Reflections

Also a long-time CMSA member, James Kellaris is an 
outstanding composer fluent in a variety of idioms, 
including mandolin orchestra.   Winner of an international 
composition competition sponsored by the San Francisco 
Mandolin Orchestra (SFMO) in 2012, Chrysopylae 
Reflections is a tone poem that commemorates the 75th 
anniversary of the Golden Gate Bridge. Technically, 
the piece is intermediate in difficulty and usually comes 
together quickly in rehearsal.  Although written just a 
few years ago, Chrysopylae Reflections already has been 
widely performed in the United States and abroad by 
various ensembles, including the SFMO, PMO, Dayton 
Mandolin Orchestra, Federation of Australasia Mandolin 
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Ensembles and CMSA En Masse orchestras, Queensland 
Mandolin Ensemble, and the Circulo Mandolinistico 
Aurora di Vacallo in Switzerland, among other groups.   
For score and parts, contact the composer at his website   
http://www.jameskellaris.com/.13

More Challenging:

5.  Chris Acquavella, Yutuma

Now based in Germany, Chris Acquavella is well-known to 
CMSA members as a performer; teacher; and, increasingly, 
as a composer.  Originally written for mandolin-guitar 
duo, Yutuma is a dramatic piece, guaranteed to bring the 
house down as a concert closer.  The musical language 
is Eastern European, harmonically and rhythmically (the 
meter shifts between 6 and 7 throughout), with a strong 
rock influence at various junctures.   Overall the piece 
is moderately difficult but there are some rapid scalar 
passages in the mandolin and mandola parts in the final 
section of the piece.  The work is published by www.
trekel.de.

6.  Raffaele Calace, Impressioni Orientali

Raffaele Calace (1863-1934) is one of the most famous 
names in the history of classical mandolin.  Impressioni  
Orientali (“Oriental Impressions”) is one of three large 
scale original works for mandolin orchestra that Calace 
wrote, and arguably the best (and maybe the best piece 
overall for mandolin orchestra written before World War 
Two).   There are two versions.  The first is the original, 
available for free from IMSLP in a fine, modern edition 
prepared by CMSA’s Bob Puckette (http://imslp.org/wiki/
Impressioni_Orientali_(Calace,_Raffaele).  There is also a 
modern re-working of the manuscript by Sebastian Paci 
that is frequently performed in Europe (the PMO has 
also played this version); the Paci version is published 
by www.trekel.de.    Most of the piece is readily playable 
by a well-rehearsed amateur group, but there are solo 
passages (M1, mandola, and guitar) that are challenging 
and require players with (fairly) advanced skill sets.  

7.  Richard Charlton, Dances for the Mandolin and the 
Moon

Richard Charlton is one of Australia’s leading 
classical guitarists and composers for plucked strings.  
Commissioned by the Australian Mandolin Music 
Association, “Dances” is in one movement, with multiple 
contrasting sections. With its catchy melodies and 
exciting rhythms the piece makes a great opener for a 
concert, based on our personal experience.  There is a 
fine YouTube video of the piece by the Australian group 
Plektra, whom CMSA members will recall from their 

performances at CMSA Minneapolis in 2012 (https://
www.youtube.com/watch?v=0KJpzpdNQ94). Score and 
parts can be purchased directly from Charlton’s website 
(http://www.richardcharlton.com.au/order.php) or from 
www.trekel.de. 

8.  Victor Kioulaphides, Concerto a Pizzico

Victor Kioulaphides is well-known to CMSA members 
for his mandolin compositions and for his service as 
composer-in-residence at CMSA Baltimore (2011).   
Kioulaphides wrote the Concerto for the Dutch ensemble 
“Het Consort” directed by Alex Timmerman.   The piece 
is in three movements; the first and third are relatively 
quick, with strong rhythmic elements; the middle 
movement is ethereal.   Technically, it is the most 
demanding composition on our list but in many ways the 
most rewarding musically – really, a landmark modern 
piece for mandolin orchestra.   The Concerto has been 
recorded by Het Consort.   Score and parts are available 
by contacting Kioulaphides through his website (http://
home.earthlink.net/~vkioulaphides/).

9.  Yasuo Kuwahara, The Song of Japanese Autumn

Yasuo Kuwahara is probably the most famous Japanese 
mandolinist of the post-World War Two period.  His 
compositions for mandolin may be the most widely played 
of all contemporary works.   Of the many pieces that he 
wrote for mandolin orchestra, Japanese Autumn is the best 
known and easily the most frequently played.  Outside of 
the US it is standard repertoire (in the United States it has 
been regularly played only by the PMO) and, therefore, a 
good choice to play with a visiting international ensemble.  
A highly lyrical, romantic beginning is followed by a 
middle section with driving rhythms that culminates in 
a beautiful cadenza for solo mandolin that recapitulates 
the main material.  There are a handful of technically 
difficult measures in the first mandolin part and you will 
need a first mandolinist capable of playing the cadenza, 
which is fairly challenging.  The work is published by 
Vogt & Fritz and available from www.trekel.de or www.
sheetmusic.plus.

10.  Claudio Mandonico, Music for Play

Claudio Mandonico is one of Italy’s leading contemporary 
composers for plucked strings, and Music for Play is his 
best known work.  The first and third movements are 
rock-influenced; the second movement is slow and very 
beautiful.  Like the Ambrosius and Kuwahara, Music 
for Play is a good piece to play with a visiting European 
group because it has been widely played across the Pond.   
Portions of the first mandolin part are challenging; 
otherwise, the difficultly level is moderate. Score and 
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parts are available from www.trekel.de.

(Endnotes)

1 The Providence Mandolin Orchestra has long focused on 
contemporary music.  More recently, the Austin Mandolin 
Orchestra has made important contributions, especially evident at 
this year’s convention which featured a program entirely devoted 
to contemporary pieces including several premieres.   The San 
Francisco Mandolin Orchestra recently sponsored a composition 
competition; one of the pieces on our list (by James Kellaris) was 
the winner.  

2 Chris Acquavella offers a list of recommended baroque, classical, 
and contemporary mandolin repertoire on his website, but the 
recommendations do not include works for mandolin orchestra.

3 Three of the pieces on our list (Calace, Kellaris, and Kuwahara) 
have been performed by the CMSA En Masse Orchestra in recent 
years.  CMSA members who regularly attend the convention and 
participate in the En Masse experience will be familiar already 
with these pieces.

4 The wild-and-crazy repertoire is mostly 1970s-ish German, with 
a smattering of contemporary Australian and Japanese. Siegfried 
Behrend played a major role encouraging the German portion, 
for which we highly recommend his CD entitled “Requiem 
auf Hiroshima”, especially the recording of “Styx” by Anestis 
Logthetis (available from www.trekel.de).  There is also a 
remarkable Youtube performance of “Styx” by Behrend from the 
1980s (https://www.youtube.com/watch?v=4eYOppjlo7M).

5 In reviewing the current websites of the American mandolin 
ensembles registered with CMSA we were struck by the limited 
presence of classical guitar.   Some groups appear to have no 
guitarists at all; others, just steel-string guitars or a mixture of 
steel-string and classical; very few (e.g. the Providence Mandolin 
Orchestra) use classical guitar exclusively which is the norm in the 
rest of the world.  To exclude the guitar completely means that one’s 
orchestra is more or less entirely shut out of the modern repertoire.  
The steel-string guitar certainly has its place in mandolin ensemble 
music (e.g. bluegrass), but it is the inferior choice for the music 
discussed in this article.

6 Alternatively, it is almost always possible to fashion a separate 
cello part if so desired by combining elements of the bass and 
mandola parts (because the top three courses of the mandocello 
are the same as the bottom three of the octave mandolin).

7 Again, in reviewing the websites of American groups it seems 
many (if not all) have ditched the mando-bass in favor of the 
conventional string bass.  As a musical instrument the mando-bass 
has almost nothing going for it other than nostalgia; outside the 
United States, it is rarely used.

8  Ordering from Trekel is very easy.  Simply send an email in 
English to info@trekel.de.  Indicate the name of the piece and 
that you are ordering score and sufficient parts (enough for your 
ensemble, for example, if you have four first mandolins, you need 
four M1 parts, and so on).  Trekel will send you a Paypal invoice 
in euros, so someone in your orchestra will need a Paypal account 
(very easy to set up).  Pay the invoice in euros (easy to do in 
Paypal), and the music will arrive within 2-3 weeks (or quicker).  
Virtually anything that can be ordered from Trekel can also be 
ordered from www.edition49.de. 

9 The PMO has annual dues, some of which are typically allocated 
to buy new music.  

10 Typically, we classify a work as “more challenging” if there 
are passages in any of the parts that require a fairly advanced skill 
set (for example, being able to play fluently up the neck on the 
mandolin or rapid scales) or a soloist.  The Kioulaphides piece is 
different from the others in that the difficulty level is fairly high in 
all parts from start to finish.

11  Our email addresses are markmdavis@yahoo.com and 
robert.a.margo@gmail.com. 

12  Ensembles desiring a more challenging Hartford piece may 
wish to try his recent work Urban Sketches which received 2nd prize 
in the prestigious “Concurso de Composición ‘José Fernández 
Rojas’” held in Spain in 2012. The overall difficultly level is 
moderate, but the work features frequent metrical shifts (especially 
in the first and second movements) and the third movement has a 
solo mandolin part that requires an intermediate skill set.  Score 
and parts are available from www.mundoplectro.com.  Note that 
the manuscript version of Urban Sketches has a separate part for 
mandocello.  In the published version, the mandocello part is 
covered by a second guitar part.  The original cello part may be 
obtained by contacting Owen Hartford at his website.
13 For ensembles that have already performed Chrysopylae 
Reflections, we also highly recommend Kellaris’ excellent (and 
challenging) three-movement Kalamazoo Suite.
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World-Renowned Mandolin Virtuoso Joins ArtistWorks

The Phoenix Neoclassical Mandolin 
designed and built for full tone and projection with extra-light strings 

(delivered with Thomastik mittel strings)  $3,600. 
Phoenix Mandolins LLC 
159 Saint George Road 
South Thomaston, Maine 04858 
207-354-0397 

 
Website: www.phoenixmandolins.com 
E-mail: contact@pxmandolin.com 

 
 
 

Caterina Lichtenberg joins an esteemed group of online 
teaching artists at the online lesson site ArtistWorks.  
“We’re excited to welcome Caterina to our growing list 
of award-winning faculty,” says Patricia Butler, CEO 
ArtistWorks. “Numerous compositions have been written 
for her; her mastery of the mandolin is both profound 
and legendary.” 

ArtistWorks learners watch video instruction of their 
teacher and then can submit their practice videos 
through the site for review and feedback. By submitting 
videos, learners benefit from personal feedback from 
the online teacher, and just as importantly, increase the 
instructional curriculum available to all. 
  
Caterina Lichtenberg is a revered classical mandolinist 
who has toured almost all of Europe, the US, Canada, 
Mongolia and Japan. She will bring her classical 
European perspective on technique and repertoire to 
personal online learning through ArtistWorks.  In her 
classes, she will introduce online students to techniques 
that are essential to mastering classical mandolin 
pieces — arpeggios, cross-picking and tremolo in the 
classical style. Her online students will discover that the 

international repertoire of music for mandolin is almost 
unlimited. 

Watch for updates regarding the official launch of 
Online Classical Mandolin with Caterina Lichtenberg at 
ArtistWorks. For more information about ArtistWorks 
Video Exchange® Learning, visit artistworks.com.

About ArtistWorks, Inc.:

In 2008, former AOL executive technologist David Butler 
set out to finally master jazz guitar. With no acceptable 
teachers in his area, he built a revolutionary online 
system to enable anyone to get direct feedback from 
a master teacher anywhere in the world.  Founded by 
David and former financial executive Patricia Butler, 
ArtistWorks, Inc. is the leader in a new generation 
of online learning platforms. This patented Video 
Exchange® Learning platform enables world-renowned 
artists and musicians to “teach the world” by presenting 
their artistic legacy in the form of HD video lessons 
and direct feedback to subscribing students - creating 
an innovative, two-way online learning experience. For 
more information, visit ArtistWorks.com.

http://www.artistworks.com
http://www.artistworks.com
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NOW OPEN!
Study Classical Mandolin  

With Virtuoso   
Caterina Lichtenberg

 Visit ArtistWorks.com/Caterina for more info
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by Robert A. Margo

“Gimo-Samling: 18th Century Sonatas and Trio-sonatas 
for Mandolin,” www.centaurrecords.com

Christopher Acquavella and Stefanie Acquavella-Rauch, 
who make up Duo Acquavella, are well known to CMSA 
members.  Born in New Jersey, Acquavella received his 
BA from Trinity Laban Conservatoire of Music & Dance 
in London, where he studied classical mandolin under 
the late Alison Stephens and composition under Andrew 
Poppy.  Acquavella then spent several years in the US as 
a performer, educator, and music director before moving 
to Germany in 2014 to join his fiancée, now wife, Stefanie 
Rauch, a noted academic musicologist who teaches at 
the University of Paderborn and the Hochschule für 
Musik Detmold; and, like her husband, a superb classical 
mandolinist.   “Gimo-Samling” is their first recording as 
Duo Acquavella.

The title of the CD refers to a music manuscript of c. 
1760 music held at the Bibliotecca Rediviva in Uppsala, 
Sweden.  As discussed in the excellent liner notes by 
Acquavella-Rauch (who has done important original 
research on Gimo-Samling) the music was collected by 
Jean Lefebure, the son of a wealthy merchant who travelled 
the continent with a friend (Bengt Ferner) between 1758 
and 1763, collecting music on the journey.  Of interest to 
our world is that Gimo-Samling has a number of works 
for the early Neapolitan mandolin, including several 
by Giovanni Battista Gervasio, the author of one of the 
earliest tutors for the instrument.  The music, all of which 
is in the galant style fashionable for the period, is well 
known to classical mandolinists, having been standard 
repertoire for many years.  But it is safe to say that the 
versions recorded on this new CD will be a revelation to 
the majority of classical mandolinists.1

Acquavella and Acquavella-Rauch share an abiding 
professional interest in historically-informed performance 
(HIP) on mandolin, and their expertise and virtuosity are 
herein on full display.  Tempos are very brisk, textures and 
articulation light and transparent, and ornamentation 
follows the guidelines set forth in the various 18th century 
tutors.  Particularly interesting to me is the use of the 
trille ornament, primarily at cadences; the trille is the 18th 
century version of the tremolo.   Classical mandolinists 
today are often under the (mis)-impression that tremolo 
is a modern invention but this is incorrect.2  While we 
are not talking Calace here, the trille was considered a 
legitimate device to prolong the sound of a note on the 
mandolin.

All of the music on this recording save one duet for two 
mandolins (Barbella, Gimo 13) includes a basso continuo 
part.   The basso line is realized by Heather Vorwerck 
on cello and the harmonic figures by Rueben Valenzuela 

on harpsichord.  Both play stylishly, with great beauty 
of sound and sensitivity to the soloists. The two are 
members of the Bach Collegium San Diego (Valenzuela is 
the director), one of the leading early music ensembles in 
the United States.

Five of the works on the recording (Cocchi, Gimo 76; 
Gervasio, Gimo 149 and Gimo 150; Barbella, Gimo 18-19; 
and Anonymous, Gimo 359) are for two mandolins plus 
basso continuo, and one is immediately impressed by the 
exceptional tightness of the mandolins in ensemble, which 
obviously took a great deal of preparation and rehearsal.   
Some slight differences in musical personality emerge in 
two works for solo mandolin and basso continuo, one by 
Barbella (Gimo 141) played by Acquavella and the other 
by Gervasio (Gimo 142-143) played by Acquavella-Rauch.  
All of the virtues one expects of world-class professional 
mandolin playing are abundantly featured on both 
tracks; Acquavella is perhaps the more extroverted of the 
two while his spouse exhibits a profound depth of feeling 
that is very difficult to accomplish on mandolin on the 
“Larghetto gracioso” movement of the Gervasio. 

The Duo performs on 2012 and 2013 versions of Canadian 
luthier Brian Dean’s “Vinaccia” model (with Pyramid 
PVF strings) and plucked with quills made from turkey 
feathers.  The instruments have sparkling trebles and 
resonant basses, and are exquisitely recorded.  Centaur 
Records is a major classical label with world-wide 
distribution.  I hope this is the first of many Centaur CDs 
by Duo Acquavella, both HIP (more 18th century duets, 
please) and modern.

(Endnotes)
1 New editions of the music featured on the recording have been 
prepared by Acquavella-Rauch, published by Trekel (several are 
already available, see the Trekel website).

2 In his 1767 tutor Gervasio advocated using the trille on “all 
single notes … one must agitate the string in a lively manner in 
opposite directions … as quickly as possible with the tip of the 
quill, until one has filled up the duration of the note” (translation 
from Tyler and Sparks, The Early Mandolin, p. 119).

Feature CD Review:
Duo Acquavella (with members of the Bach Collegium San Diego)

Duo Acquavella

http://www.centaurrecords.com
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by Robert A. Margo

CMSA Member Philip DeWalt Wins Prestigious European 
Composition Prize

CMSA member Philip DeWalt has been awarded second 
prize in the 2015 “Concurso Internacional de Composicion 
para formaciones de Plectro Jose Fernadez Rosas” 
(International Plectrum Composition Competition ‘Jose 
Fernandez Rosas’) for his piece Coming Attractions.  The 
prize carries a monetary award of 500 euros.   DeWalt, who 
has an extensive catalog of previous works for mandolin, 
conventional orchestral instruments, and also electronics, 
is currently completing a DMA in composition at the 
University of Missouri, Kansas City.   CMSA members who 
are interested in finding out more about DeWalt’s mandolin 
compositions can reach him at pcdewalt@gmail.com. 

Coming Attractions is in three movements, which follow 
a harmonic scheme of a dropping major second – F# 
minor (movement #1) to E major (movement #2) to D 
minor (movement #3).  After a brief passage in 4/4 and an 
even briefer one in 5/4, the first movement (“Melancholy 
Carnivals”) settles down into a wistful waltz.  The waltz 
later is transformed into a more aggressive and dynamic 
segment in 4/4 with rapid mandolin passages up the neck, 
eventually returning back to the original material.  The 
second movement “A Dream of Mirrors” features long, 
melodic lines over a syncopated rhythm in the mandola and 
guitar parts.  The final movement, “Coulrophobia” (a fear of 
clowns), is very exciting, with driving rhythms throughout 
in two distinct parts, the first a sort of blues with a jazzy 
bridge; and the second, which moves back and forth between 
major and minor tonalities set over an ostinato rhythm.

The difficulty level of Coming Attractions is fairly high but 
well within reach of serious amateur ensembles that can 
devote the necessary rehearsal time.   The scope of the work 
is substantial; ensembles seeking a major centerpiece for a 
full length concert will find that “Coming Attractions” fits 
the bill extremely well.  The work is scored for mandolin 
#1, mandolin #2, mandola (playable either on the CGDA or 

GDAE instrument but certain passages sit more comfortably 
on the former), classical guitar, mandocello, and bass. 

The “Concurso” is the leading competition worldwide for 
new music for plucked strings.  The competition is an 
integral part of the “Bienal Internacional de Plectro de La 
Rioja”, a festival for plucked strings held every two years 
in the city of Logrono which is located in the province of La 
Rioja, Spain.  The competition is sponsored by the provincial 
government of La Rioja, the Logrono City Council, and the 
Wurth Museum of La Rioja, in conjunction with the guitar 
and plucked strings department of the “Conservatorio 
Profesional de Musica de la Rioja” (Professional 
Conservatory of Music of La Rioja).   Previous European 
winners include Vincent Beer-Demander, Andry Byzov, 
Fabio Galluci, Christopher Grafschmidt , Daniel Huschert,  
Oliver Kälberer, Dimitri Nicolau, Mirko Schrader, and 
Annette Schneider, among others. Several of the prize-
winning works have been published by the German 
publisher Trekel (www.trekel.de), the Canadian publisher 
Les Productions d’Oz (http://www.productionsdoz.com/en/), 
and the Spanish publisher Ediciones Mundo Plectro  (www.
mundoplectro.com).   A complete list of winners through 
2015 may be found at   http://www.bip-rioja.com/wp/?page_
id=20.  Video performances by the Spanish plucked string 
ensemble “La Orden de la Terraza” (directed by Carlos 
Blanco Ruiz) of some of the winning entries can be found 
by searching through http://laordendelaterraza.com/?page_
id=822.

This is the fourth time that a “Concurso” prize has been 
awarded for a composition by an American composer.  All 
four awards have been second prizes.  Previous American 
winners are Owen Hartford for his pieces “Urban Sketches” 
(2012) and “Carousel” (2014), and Frank Wallace for his 
piece “My Vital Breath” (2013).  Hearty congratulations to 
Phil DeWalt!

The 2016 CMSA convention will be held at the Radisson 
Valley Forge Hotel in Philadelphia, PA. The CMSA rate for 
the convention (Tuesday, November 1st – Saturday, November 
5th) is $129 per night (before taxes). If you want to take a few 
days to vacation in the Philadelphia area before or after the 
convention, the negotiated hotel rate is good for 3 days before 
and 3 days after the convention.

The convention itself will run from noon on Wednesday, 
November 2nd through our Annual General Meeting at 11 AM 
on Sunday, November 6th. There will be pre-convention Master 
Classes on the evening of Tuesday November 1st concluding on 
the morning of Wednesday, November 2nd. 

Please make your reservations by calling the hotel directly 
at 610-354-8118.  Be sure to identify yourself as attending 
the “Classical Mandolin Society of America” convention to 
get the group rate.  (Using the abbreviation of ‘CMSA’ may 

cause a delay in locating our booking information.) You may 
be asked for your “tower” preference, in which case the answer 
is “Radisson”.  

Alternatively, you can book online by taking the following link:    
Classical Mandolin Society    You’ll be taken to the Radisson’s 
room booking page.  The Promotional Code will show as 
‘Mando’, and the Radisson Tower will be preselected.  Click on 
the type of room desired, and when you follow through to the 
next screen you will see that the room rate has automatically 
been adjusted to $129 before taxes.

We have a limited number of rooms available at this discounted 
rate. These rooms will go quickly once the announcement is 
made regarding our unique guest performers!  We encourage 
you to make your hotel reservations early.

See you in Philadelphia for the 30th Annual CMSA convention!

Reservations for the Radisson Valley Forge Hotel are now Open

mailto:pcdewalt@gmail.com
http://www.productionsdoz.com/en/
http://laordendelaterraza.com/?page_id=822
http://laordendelaterraza.com/?page_id=822
http://www.radisson.com/reservation/itineraryEntrance.do?hotelCode=PAVALLEY&promotionalCode=MAND
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“Leo Brouwer: Music for Bandurria and Guitar,” 
Naxos 8.573363.  Available from www.amazon.com.

Leo Brouwer is one of the most important contemporary 
composers from Cuba and, indeed, in the world.   A classical 
guitarist by training and also a conductor, Brouwer has 
written many of the central works for guitar since the 
1950s.  Brouwer’s guitar music is usually categorized into 
three periods – the first, in the 1950s and 1960s, based 
heavily on Cuban folkloric elements with some modern 
harmonies and rhythms; a second, mostly avante-garde 
period in the 1970s; and a third, eclectic period continuing 
to the present that draws freely on minimalism among 
many other strands of contemporary classical music, 
and which often demands very high levels of virtuosity 
from performers.   Very recently Brouwer has started 
writing for other plucked strings, including a major work 
(“Sonata de Los Misterios””) for baroque lute dedicated to 
Edin Karamazov – and, on the recording under review, a 
sonata for solo bandurria dedicated to Pedro Chamorro.
  
Pedro Chamorro is arguably the leading player of the 
bandurria worldwide.  The bandurria is the Spanish 
version of the mandolin.  Like the mandolin it is double-
strung; unlike the mandolin it is tuned in fourths (and 
has six courses instead of four).   Chamorro is also expert 
on the mandolin, having studied with Juan Carlos 
Munoz in Luxembourg and with Marga Wilden-Hüsgen 
in Germany.  He is the recipient of a long list of awards 
and has made numerous recordings.   In addition to the 
Sonata para Bandurria featured on the present recording; 
Chamorro is also the dedicatee of Brouwer’s Concierto de 
La Mancha for Bandurria and Symphony Orchestra (not 
yet recorded, to my knowledge).   Pedro Mateo González, 
Chamorro’s duo partner on classical guitar, is also a world-
class performer.  His teachers include José Luis Rodrigo, 
Roberto Aussell, Thomas Müller-Pering, Joaquin Clerch, 
and Eliot Fisk, among others.  A prizewinner at several 
guitar competitions, including the Boston Guitar Fest, he 
currently teaches at the conservatories of Mallorca and 
Zaragoza in Spain.

The recording is book-ended by new arrangements for 
bandurria and classical guitar of two of Brouwer’s iconic 
works for guitar duo.  Musica Incidental Campesina 
(“Incidental Music of the Countryside”) is self-consciously 
folkloric, melodically and rhythmically.   The Micropiezas, 
which closes the CD, are more classical in conception 
and construction, and are dedicated to Darius Milhaud.  
The performances of both works are simultaneously so 
exacting and involving that one never even notices, let 
alone misses the second guitar.

The second and fourth pieces on the CD are multi-
movement sonatas for solo guitar, both dating from 
2007.   The Variaciones sobre un teme de Victor Jara is 
dedicated to the memory of the Chilean poet, musician, 
and political activist who was murdered by the Pinochet 
regime in 1973.  It is a set of elegant, intricate variations 
on one of Jara’s best known songs, Lo único que tengo 
(“The Only Thing I Have”).  The four-movement Sonata 
del Caminante (“The Wanderer’s Sonata”) was written for 
Odair Assad and is heavily influenced by Brazilian music.  
The technical demands of both works are immense; 
González’s performances are authoritative and deeply 
moving.

The centerpiece of the recording is the Sonata para 
Bandurrria, written for Chamorro in 2011. In a word, 
it is astonishing.  Musically, it is similar to Brouwer’s 
recent guitar music, with long, complex, highly rhythmic 
lines interspersed with chordal fragments.   The middle 
movement, “Nocturnal,” brooding and melancholy, is 
especially fine.   All that needs to be said about Chomorro’s 
performance is that it is majestic and definitive.  One 
can only hope that someone (perhaps Chamorro) will 
persuade Brouwer to write a work of similar quality for 
solo classical mandolin.

This is a landmark recording.  Anyone with an interest 
in contemporary music for plucked strings should buy a 
physical or digital copy forthwith.

by Robert A. Margo

Feature CD Review:
Pedro Chamorro and Pedro Mateo Gonzalez

CMSA Welcomes New Members:

Kevin Leslie - Lombard, IL
Tim Fowler - Lexington, KY
Ronald Shepard - Brooklyn, NY 
Gregory Thomas - Houston, TX
Joel Simpson - Darien, IL
Shawn Trotter - Hamilton, ON
Bob Bryan - Wayne PA
Coire Geare - Denver, CO

http://www.amazon.com
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by Robert A. Margo

Short Reviews, Volume 5:
Recordings of Interest

It used to be possible to review more or less every classical 
mandolin CD of significance for the CMSA Mandolin Journal at 
leisure and length.  No longer – there are just too many worthy 
artists and too many worthy CDs, and extended reviews sit 
in the queue too long due to journal space constraints.  This 
is volume five of an occasional column of “short reviews” – the 
tradeoff is less detail in return for timely information/opinion 
for CMSA members. 
 
Tabea Förster and Stefan Gymsa, “A Due,” Trekel Records, 
www.trekel.de

Förster (mandolin) and Gymsa (classical guitar) are the latest in 
a seemingly limitless stream of world-class mandolin and guitar 
duos from Germany.  Born in Karlsruhe in 1989, Förster received 
her undergraduate degree in piano and her master’s degree in 
mandolin (with Caterina Lichtenbeg) from the Hochschule für 
Musik Köln (Wuppertal branch).   Along the way she has studied 
in master classes with a literal “who’s-who” of the mandolin 
world, including Marga Wilden-Hüsgen, Gertrud Weyhofen, 
Don Steinberg, and Mike Marshall.  A multiple-prizewinner on 
mandolin and a dedicated ensemble musician, she has performed 
with the Baden State Theatre, the Wuppertal Opera, the 
Ensemble Modern, and the WDR Symphony Orchestra, among 
many others.  Her duo partner Steffen Gymsa also received his 
BA and MA degrees from the same institution, where he studied 
with Alfred Eickholt and Gerhard Reichenbach and where he 
currently serves as a lecturer in guitar.  Gysma has studied in 
masterclasses with eminent guitarists like Marcin Dylla, Carlo 
Marchione, Zoran Dukic, and Hubert Käppel, and has recorded 
previously for Naxos.  Their duo ‘A Due’ was formed in 2008 
when both were students at Wuppertal, and their namesake 
CD is their first recording.  The CD takes a tour through 
the mandolin repertoire, starting with a Bach arrangement 
of BWV 807 (English Suite No. 2 in A minor), followed by 
another baroque work, Andrea Sforgi di Pisa’s “Sonata No. 7 in 
B-major”, and then one of the Leone sonatas (no. 3 in C Major).  
This is followed by an Italian chestnut, “Capriccio Sapgnuolo” 
by Carlo Munier.  The disc closes with the first recording of a 
new work, the four- movement “Tango Sonata” by Adrien Politi.  
Throughout A Due play with passion, grace, and fire, as well as 
exacting technique, perfect ensemble, and scrupulous attention 
to detail.  For me, the Politi is the highlight of the recording, and 
a major addition to the mandolin-guitar repertoire.  As is typical 
of Trekel Records, the sound is beautiful and resonant.
  
Raffaele La Ragione and Giacomo Ferrari, “Serenata 
Napoletana,” Brilliant Classics, available from www.
amazon.com

A former student of Ugo Orlandi and professionally trained 
as a musicologist, Raffaele La Ragione is doing important 
work in resurrecting the forgotten corners of Golden Age (c. 
1900) Italian mandolin.  Previously I reviewed his excellent 
recording of works by Raffaele Calace’s lesser-known brother, 
Nicola.  In this new recording, La Ragione joins forces with 
the pianist Giacomo Ferrari to offer twelve pieces from the era 
for mandolin and piano.   All but two of the composers, whose 
works begin (Carlo Munier) and end the recording (Giuseppe 
Silvestri) are likely to be almost completely unknown, even to 
reasonably knowledgeable specialists.  Even so, the music will 

be immediately familiar and eminently appealing to aficionados 
of Italian classical mandolin.   For me, highlights include 
the multi-movement suite by Luigi Romaniello, the “Trois 
Morceaux” by Paolo Serrao, and the Silverstri (“Fantasia di 
concerto”).  Recorded sound is excellent, and the performances 
by both artists are authoritative and involving.  The detailed, 
informative liner notes are by La Ragione.  Brilliant Classics 
is a major classical label – surely a boon for La Ragione and 
great for classical mandolin.  The recording is readily available 
in physical form from Amazon or digital download from iTunes 
or Spotify.

Brian Oberlin and Evan Marshall, “Twin Mandolin 
Slingers,” contact Brian Oberlin at brian@mandoberlin.
com

Brian Oberlin and Evan Marshall are household names to CMSA 
audiences.   Both share an interest in bluegrass, swing, Italian, 
and the light “classics”.  On this new recording they join forces 
for the first time and, as the saying goes, there is something 
for everyone from the genres listed above.  Several cuts include 
engaging vocals by Oberlin, including (my favorite) a beautiful, 
wistful rendition of Cole Porter’s “Don’t Fence Me In”.  There is 
a wild-and-crazy version of “The William Tell Overture” which 
(I am guessing) builds on Marshall’s famous solo arrangement 
but on steroids; and slightly more staid, but still very energetic 
outings of the “Sabre Dance” by Aram Khachutarian and 
(rounding out the program) “Hungarian Dance #7” by Johannes 
Brahms.   Oberlin plays his Collings and Marshall his Gilchrist 
and, tonally, it can be challenging to tell them apart but their 
styles in improvisation (of which there is much) are sufficiently 
different to distinguish in practice.  The CD is a must-buy for 
their many fans, and for anyone else who enjoys the sort of 
mixed programming that Oberlin and Marshall excel at.

Detlef Tewes, “Raffaele Calace: Ten Preludes,” AureaVox 
Records, available from www.edition49.de or www.
trekel.de 

The Calace Preludes are the pinnacle of the Romantic repertoire 
for solo mandolin.  There were no integral recordings until Getrud 
Weyhofen’s landmark outing in the 1990s.  Weyhofen had the 
field to herself until very recently when the French mandolinist 
Julien Martineau issued his integral recording in 2013 (reviewed 
very favorably by me in the CMSA Journal).  Now, on the heels 
of the Martineau comes another integral recording by Detlef 
Tewes, the eminent German mandolinist.  Tewes has long been 
one of the very best classical mandolinists in the universe with 
a technique bordering on the transcendental.  His approach 
emphasizes the bravura, virtuosic elements in this music more 
than either Weyhofen or Martineau, and consequently his 
phrasing is bolder, more forceful, and less consciously romantic 
(compared with Martineau).   With the Weyhofen out of print 
and not easily obtained (except at a very high price on Ebay) 
the Tewes can serve admirably as a reference recording for 
anyone studying this music.   As one expects, the performance 
is meticulous and highly polished, with not even the tiniest 
of flaws that I could discern.  The recording can be purchased 
separately or together with Tewes’ new edition of the Preludes 
published by Edition49.  

http://www.trekel.de
http://www.amazon.com
http://www.amazon.com
mailto:brian@mandoberlin.com
mailto:brian@mandoberlin.com
http://www.edition49.de
http://www.trekel.de
http://www.trekel.de
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Which Finger?
A Series About Mandolin Technique

Installment 19
by Keith David HarrisWhich finger Installment ???  

 
Computer Insights 

 
Mandolin Mary (age 6): “Mummy? When you were a little girl, there were no computers, were there?” 
 
Mandolin Mother: “Yeah, that’s right. Why do you ask?” 
 
Mary: “Gee, how did you go online then?”  
 
Computers are a very mixed blessing, and I basically think the world was nicer without them. In saying this though, 
I know I’m being extremely ungrateful, because a lot of my particular working life depends completely on the 
computer, and more especially the Internet. Practically all of my regular teaching nowadays is done with the 
Internet, which allows both me and the friends I talk with about the mandolin – and music, and the weather, and 
dinner last night – all over the planet – extraordinary flexibility. I do live with a vague anxiety about mixing up time 
zones, and changes to and from daylight saving time are an additional challenge. That’s a small price to pay though, 
and even in the pre-computer dark ages, after all, there were occasional mix-ups and misunderstandings. And like 
most musicians these days, I write music using a computer notation program. Oddly, computers have made me 
notice a few things about pre-computer timeless matters, like differences between instruments, which of course I 
knew about years ago, but which I now see with different ears. 
 
Although I’m a convinced Sibelius (one of the leading programs) person myself, I’m broadminded, still talk to 
Finale (the other leading program) users, and even have a few friends who use Cappella or Encore – we just avoid 
the subject of notation programs! You probably know that such programs for writing music down (we used to use 
paper and pen) allow you to hear what you write as you write it, and of course instantly to play back what you’ve 
written as often as you like. As with most cultural advances, this has a down side too, and I’m sure my musical 
imagination has deteriorated somewhat because I can instantly literally hear what I write instead of having to “hear” 
it in my head, as in the good ol’ days. But on the other hand, even way back then, I used to like hearing how it 
sounded on real instruments, and often made changes because the real thing was somehow different than I had 
imagined. 
 
Perhaps you also know that sophisticated music programs allow the user to choose what sound each virtual 
“instrument” can make – so even if the notes are intended to be ultimately played on the mandolin, one can make a 
few mouse clicks and hear how they would sound on the violin or cor anglais – up to a point. The catch is that 
sounds are preset, and generally very pedantically reproduce not only the pitch, but also a lot of the other 
characteristics of the instrument they claim to sound like. So even if the instrument name of the printout is 
“mandolin”, if I allocate a sound to the part, I get not only the pitch – if it happens to be readily playable on the 
respective instrument - but also other characteristics, which may well be different from the mandolin.  
 
The 12-string guitar sound for instance does come close to the mandolin sound for lots of purposes: both it and the 
mandolin are double-strung plectrum instruments, and both can vary the volume pretty continuously, from almost 
nothing up to the most decibels the instrument can manage, and also have a huge range of tone color. The 
harpsichord sound by contrast has rather more “quality”, so it approaches the sound I aspire to with the mandolin. 
It’s a pity the harpsichord usually plays at a constant volume though – unlike most other plectrum instruments. The 
harpsichord also plays basically in only one tone color, unless you use various “stops”, whereas the mandolin sounds 
different depending among other things on what the plectrum does. 
 
Another sound I often use in private is the harp, which of course sounds heavenly (so to speak) ... It can do all the 
volume things a mandolin can do and more, and has a huge pitch range. Its sustain is much greater than that of the 
mandolin, making it in that respect, incidentally, closer to 18th century “Neapolitan” mandolin, with its very light 
metal strings and long and constant decay. Sound-conscious modern mandolinists spend lots of energy trying to 
make nice resonant and long-lasting sounds even with heavy modern instruments and strings with a lot of internal 
resistance. The very big drawback with the harp is that, unlike the harpsichord or the mandolin, it’s a lot more 
complicated to stop the instrument from ringing, so there’s often not much point in writing a rest. But: when I write 
for the mandolin, silence is as important a part of the music as sound.  
 
Ironically, using a really modern thing like a computer has sharpened my awareness of individual properties of 
musical instruments. Perhaps you’d like to share some of my reflections. 
 (cont. on page 23)
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The truth is that composers usually bear in mind what any respective instrument can and can’t do, and use these 
characteristics creatively. They don’t usually write “generic music”, which can be played on any instrument, but 
rather “idiomatic” music, using the particular features of the instrument in question. This is of course the basis for 
lots of the criticism of the practice of “transcribing” - “writing across” from one instrument, for which the music was 
written, to another one, which may or may not have the same properties.  
 
A case in point: I was guest conductor for a couple of years of probably the best zither (sic) ensemble in the world, 
and they actually won first prize in a prestigious German competition under my direction. The main piece we played 
in the competition was wonderful music, a commission (ordered and paid for), written by a fine modern composer, 
especially with the technical and sound characteristics of the instrument in mind. This piece exploited the unique 
properties of the instruments in the ensemble, and it just wouldn’t have sounded as good or in fact in any way 
similar on any other instruments. I sometimes felt frustrated though when the musicians wanted to play bad 
arrangements of Grieg or Mozart, because those composers wrote music which required things zithers don’t do very 
well. The players didn’t seem to mind. Lots of mandolin orchestras do the same thing, of course, every time they try 
to play well-known music like operatic overtures or popular film music. 
 
Mandolin soloists (myself included, in former days) often regard music for other instruments, especially that for the 
violin, as fair game. This is really a bit odd, I now think, because if you compare any aspect at all of these two 
particular instruments, you’ll be hard put to find many similarities.  
 
For the very reason that this confused thinking is widespread, why don’t you try this investigation? Draw two 
vertical columns on a piece of paper and head them “mandolin” and “violin” respectively. 
Indicate for each instrument categories like: 

• way of producing sound (e.g. plectrum, bow, other?) 
• available forms of articulation (staccato, legato etc.) 
• degree and form of vibrato  
• customary playing posture (seated, standing, under the chin...)  
• volume possibilities  
• and whatever else springs to mind.  

 
I wonder if any observations surprise you? You might like to make the same comparison between the mandolin and 
other instruments as well. The exercise might make you aware of aspects various instruments, including the 
mandolin, you haven’t thought much about. 
 
Be that as it may, now that you are thinking about the subject, how consciously and convincingly do you personally 
make use of the varied and wonderful resources available on the mandolin? 
 
Think first about things other instruments can do, and if or to what extent they are possible on the mandolin. Most 
instruments find it useful to be able to determine the length of a note. For example, if you hold an organ key down, 
the sound will potentially continue until either you or the instrument crumbles to dust. On the other hand though, if 
you want the sound to stop – for silence, to change to a different note etc. you just have to release the key.  Violin 
players do a good job of playing an infinitely long continuous sound by changing the direction of the bow stroke so 
unobtrusively that the listener doesn’t perceive any interruption. By contrast with both the organ and the violin 
though, if you play a note on the piano for example, and leave the key pressed down, the sound will “decay” anyway - 
get softer and softer, until it just disappears, regardless of whether you keep pressing the key down or not. The 
decay of piano notes is generally more gradual than that of the mandolin, but if you are a composer, and really want 
a long-sounding note, perhaps you shouldn’t choose either the piano or the mandolin.  
 
Most wind instruments require the player to take a breath now and then, so the sound does get interrupted. Wind 
players train their breathing so they can sustain a note for as long as might be reasonably needed, but eventually 
they have to stop the sound to inhale more air. Good composers make a virtue out of this necessity by making these 
necessary breaks an integral aspect of the music. Two exceptions which occur to me are the bagpipes – woodwind, I 
suppose - and the didgeridoo –a member of the brass (sic) family. Playing these instruments for a long time without 
any break in the sound is not only possible, it’s in fact usual if not inevitable. I wonder if you know why? As we know, 
mandolin players often repeat the same note at high speed - the “tremolo” technique - when they want to suggest 
long sounds. (Do you know, by the way, why in the example below writing 1(b) for the bagpipes would be silly? Both 
examples of course would be meaningless for a didgeridoo. If you were writing for a xylophone, which would you 
write and why?) 
 

(continued from pg. 22)

(cont. on page 24)
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But back to our investigation... 
 
 
 
 
Fig.1  

M.M. ♩=53 

 
Try Figure 1 on your mandolin. It shouldn’t be hard to make (a) and (b) sound very different, as indicated in the 
written music. It’s well worth practicing both examples for a few minutes, however. The player can have a 
considerable influence on the result. Remember our mentioning things like “decay” (which is a scientific and 
quantifiable matter) or even “quality” (which is a lot more subjective)? Both these matters are variable, and the 
chances that two mandolin players get the same result are generally not very great at the present unstandardized 
stage of mandolin history. Unless, that is, they go to the necessary trouble to find out what is involved, and of course 
then do it (in computer terms a “software” matter, a plan – what sound you want make and a way of producing that 
sound) and also standardize their hardware (instrument, strings, plectrum). All these considerations and more apply 
to both the examples in Figure 1. These general guidelines might help: 

i. Do whatever is necessary to produce the notes optimally, which means as well as possible. 
ii. In so doing, beware of inadvertently making other unwanted sounds. If there happen to be other sounds, 

YOU are doing something to produce them, and you are the ONLY person who can avoid them. 
iii. Please do the examples VERY slowly, as indicated by the metronome mark. This sort of rigor helps you to 

focus on important details which you may not notice if you play even a little bit too fast. Remember: for this 
sort of investigation, there is no such thing as TOO slow. 

iv. Aim at having the whole-note sound “beautiful”, and decay gradually and evenly. The very short note should 
flash momentarily and then just vanish. Please be careful: the only necessary difference between (a) and (b) 
is the duration of the note, not its quality. “Short” doesn’t imply “bad”, any more than it does “metallic” or 
“sweet”. 

v. Try the examples on open strings, and then compare the results with stopped (fingered) notes. Do all this 
slowly and reflectively. Pay particular attention to repeatability. If your results are not readily reproducible, 
perhaps your control is not quite what you would like it to be. 

 
 
 
 
 
 
Fig. 2 

 
When you try Figure 2,  

i. strive to have the left hand can do the same things in both (a) and (b).  
ii. Play the notes in (a) at first as indicated only with down-strokes. When you feel you are gaining control, try 

them again with up-strokes only. Are the results the same, or somehow different? And is this inevitable, or 
can you influence the matter? 

iii. Play (b) as indicated, with alternate down and up strokes. Is the effect the same if you start with up instead 
of down etc.? Whatever the result, is this because of an inexorable law of physics, or can you influence the 
matter? 

 
 
 
 
 
 

(cont. on page 25)



25

Which Finger?

Fig. 3 

 
 
Figure 3 indicate changes in the parameters (a) dynamics, (b) tone color (timbre) and 
(c) both together. 

i. Please play each example slowly and honestly, and watch for unintentional fluctuations of any kind. 
ii. Do the various parameters get in each other’s way? This sort of multitasking is a lot harder to do than many 

people imagine. As always, recognition and acceptance of a phenomenon are necessary before one can 
improve matters. 

After you’ve played around with the fairly uncomplicated examples contained in Figures 1, 2 and 3 long enough to 
see that there are real issues to be confronted, try applying the factors involved to music you are playing. If you feel 
unfairly maligned by the very suggestion that you might not do this anyway, please put it to the test, and monitor 
your application of the various parameters of contrast specific to the mandolin even closer than usual. If the printed 
music you are using contains only sparse technical indications, think about whether you might improve matters by 
adding some. Be creative and adventurous – but not reckless. If the printed music is overburdened with such 
editorial indications, be critical, and consider whether the editors knew what they were talking about, and whether 
their ideas are useful, or perhaps simply tasteless and silly, and your own ideas might be better anyway! There are 
of course many other variables to play around with too. 
 
Keith Harris – this time in the Blue Mountains, west of Sydney, Australia. 

(continued from pg. 24)
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THANK YOU FOR RENEWING! 
 Please send membership dues for November 1, 2015 - October 31, 2016 

 To: Classical Mandolin Society of America, 3925 30th Avenue South, Minneapolis, MN 55406-3108 

                                                   Dues:    Single Membership: $35 per year U.S. currency
Household Membership*: $35 plus $10 for each additional member of a household. 
Lifetime Single Membership: $300 
Lifetime Household: $300 + $125 for each additional household member 

*The same privileges will be afforded each member, but one Journal will be sent.
Join or rejoin now.  A tax deductible contribution would be appreciated. 

Enclosed dues for Nov. 1, 2015 to Oct. 31, 2016: $____________________  Contribution: $__________________

☐New        ☐Renewal        ☐Individual        ☐Household

If you do not want your address or phone number published in our directory, indicate here. ☐ 

If you want to receive your Mandolin Journal online instead of postal mail, indicate here. ☐

NAME(S):______________________________________________________________________________________________ 

ADDRESS: ____________________________________________________________________________________________

CITY____________________________STATE/ PROV.________________________  ZIP/ POSTAL CODE________________  

PHONE (_______)____________________ EMAIL_______________________    INSTRUMENT(S)______________________    

NAME & ADDRESS OF MUSICAL AFFILIATION________________________________________________________________ 

*New and renewal memberships may also be done online at www.classicalmandolinsociety.org* 

Mandolin Orchestras - North America
The following orchestras have registered with the CMSA

Atlanta Mandolin Orchestra
Aurora Mandolin Orchestra
Austin Mandolin Orchestra
Baltimore Mandolin Orchestra 
Bloomfield Mandolin Orchestra 
Dayton Mandolin Orchestra
Denver Mandolin Orchestra
Enigmatica - Providence, RI 
Florida Mandolin Orchestra
Gravenstein Mandolin Ensemble - Sebastopol, CA 
Kalamazoo Mandolin & Guitar Orchestra 
Las Vegas Mandoliers 
Long Island Mandolin & Guitar Orchestra
Louisville Mandolin Orchestra
Mandoleers - Arlington, VA 
Mandolin Orchestra of Niagara
Mandolin Orchestra of Northwest Arkansas
Mandolinata 
Mandophonics 

Melodious Mandolins
Milwaukee Mandolin Orchestra 
Minnesota Mandolin Orchestra
Munier Mandolin & Guitar Orchestra
New Expressions Mandolin Orchestra
New York Mandolin Orchestra
Oregon Mandolin Orchestra
Orpheus Mandolin Orchestra
Philadelphia Mandolin & Guitar Ensemble
Pittsburgh Mandolin Orchestra
Preville Mandolin & Guitar Orchestra 
Providence Mandolin Orchestra
Regina Mandolin Orchestra 
San Diego Mandolin Orchestra 
San Francisco Mandolin Orchestra 
Sarasota Mandolin Orchestra 
Seattle Mandolin Orchestra
Toronto Mandolin Orchestra
 

To be added to this list contact CMSA Webmaster, David Betts at webmaster@classicalmandolinsociety.org 
or Mandolin Journal editor Jackie Zito at cmsajournal@gmail.com
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*Please let us know of additions or changes for this list, contact CMSAjournal@gmail.com

Mandolin Teachers - Schools
ARIZONA
Aleksandra Alexander
5116 E. Adams St.
Tucson AZ 85712
Email: tucsonaleks@gmail.com

ARKANSAS
Clarke Buehling
Fayetteville, AK
buehlingbanjo@yahoo.com

CALIFORNIA
Dr. Len Bergantino
1215 Brockton Ave #104
Los Angeles, CA 90025
Phone: 310-207-9397

Evan Marshall
PO Box 5010
San Gabriel, CA 91778-5010

Achille Bocus
1022 53rd St.
Oakland, CA 94608
Email: iltremolo@gmail.com
Website: www.iltremolo.com
available for online lessons

CONNECTICUT
Mark Davis
158 E. Old Route 6
Hampton, CT 06247
Phone: 860-455-2056
Email: markmdavis@yahoo.com

Mark Levesque
180 Washington Street
Vernon, CT 06066
Phone: 860-871-1815
Email: mark.guitarduo@comcast.net
Website: www.judyandmark.com

KENTUCKY
Michael Schroeder
2643 Park Drive
Louisville, KY 40205
Phone: 502-451-0045 (h)
502-876-5121 (c)
michaelaschroeder@att.net

IDAHO
Becky Smith
22139 Eel lane, 
Middleton, ID 83644
Phone: 208-585-3384

MARYLAND
Joyce Adams
6944 Gunder Ave
Baltimore, MD 21220
Phone: 410-335-6053
Email: dolalady@hotmail.com

Joanathan Rudie
4 Maryland Ave.
Towson, MD 21286
Phone: 410-419-0440
jrudie@aol.com

MASSACHUSETTS
Robert Margo
West Newton MA 02465
Email: robert.a.margo@gmail.com
Phone: 617-527-4904
Website: 
http://www.namandolinensemble.com/
pages/bios/bmargo.html

MICHIGAN
Jackie Zito
Kalamazoo, MI 
Website: www.kalmando.com

MINNESOTA
Lou Chouinard
3925 30th Avenue South
Minneapolis, MN 55406-3108
Phone: 612-724-6009
Email: l_chouinard@visi.com

Jim Plattes
6125 Morgan Ave. S
Minneapolis, MN 55419-2012
http://www.wildgypsy.com
james@wildgypsy.com
1-612-861-2954

MISSOURI
Bruce Graybill
PO Box 222
Pleasant Hill, MO 64080
Phone: 816-540-4774
brucegraybill.com

NEW JERSEY
Barry Mitterhoff
3 Nicole Ct.
Scotch Plains, NJ 07076
Phone: 908-654-4245
barrymitterhoff@hotmail.com

NEW YORK
Antonina Nigrelli
14 Cedar Point Dr
West Islip, NY 11795
Phone: 631-661-2987
Email: antonina7@verizon.net

Joseph Brent
Washington Heights, NY  
Phone:406-322-2720 
 (or Skype: joebrent)
Website: www.josephbrent.com

Tamara Volskaya
435 Neptune Ave. Apt. 20B
Brooklyn, NY 11224
Phone: 718-743-8264

Alan Epstein
173 Mahaffy Road
Greenwich, NY
Epstein526@gmail.com
Phone: 1-518-817-8050

OREGON
Brian Oberlin
P.O.Box 3614
Hillsboro, OR 97123
www.mandoberlin.com
www.oregonmandolinorchestra.org
Phone: 503-686-8673

Tim Connell
Portland, OR
www.timconnellmusic.com
timconnellmandolin@gmail.com
503-349-8873
Available for lessons onlin

RHODE ISLAND
Josh Bell
324 Rochambeau
Providence, RI 02906
Phone: 401-345-6930
pmo@mandolin-orchestra.org

Marilynn Mair
271 Hillside Ave.
Pawtucket, RI 02860
http://www.marilynnmair.com
mairmusic@yahoo.com

TENNESEE
Ted and Norma Davis
205 Engel Rd
Loudon, TN 37774
Phone: 615-458-5493

VIRGINIA
Mark Freemantle
Northern Virginia, VA 
Email: mandoman@mandoleers.org
Website: www.mandoleers.org

WASHINGTON
Geoff Wilke
Seattle, WA 
Email: GeoffWilke@gmail.com
Phone: 206-779-8000

WISCONSIN
Cheryl Kuhaupt
Hartford Music Center
1350 East Sumner St.
Hartford, WI 53024
Phone: 262-673-4740
Email: vintageinstruments@mac.com

Terri Schmit
2099 County Road E
Blue Mounds, WI 53517
1-608-437-1944
eadgbe@mhtc.net

ONTARIO, CANADA
Ginger Kautto
626 Bathurst St
Toronto, ON M5S 2R1
info-sme@bellnet.ca

GERMANY
Keith Harris
Kaempfrasen 26
35037 Marburg, Germany
Tel.: + 49-6421-952344
mobile: + 49 176 800 22 531
www.mandolin-lessons.com
available for online lessons

Chris Acquavella
Lessingstr. 13
32756 Detmold, Germany
Phone: +49 176 30603413
Email: info@chrisacquavella.com
Website: www.chrisacquavella.com

CALLING ALL MANDOLIN TEACHERS!

If you are a CMSA member and would like to be listed as a mandolin 
teacher, please send your name and contact information to:

CMSAjournal@gmail.com
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