Can | conmission an instrument from you?Yes, and | encourage nusicians to
think about it as a way of starting a conversation about what it is they
are looking for in their sound so that | night better recomend one or
anot her of ny nodels to try. (Starting this conversation allows nme also
to prioritize the work on ny bench, fromthe contenporary instruments to
the period ones, instruments for individuals or for dealers, there being a
limted amount of instruments | nmake in a given year!) | think having an
i nstrument made for you should be an exciting project and one where the
exciterment is free fromworry about deposits, about expectations not net,
or anything else that might get in the way of what is a singularly unique
and fascinating process. Having sone experience in nmaking instruments to
order, | have come to trust that you and | will both find the ongoing
conversation about the progress of your instrunent to be as rewardi ng and
interesting as the attention paid to your instrunent post-conpletion
Shoul d the instrunent you have waited for not neet your approval after the

trial period and adjustnent or for whatever reason at all, you will neet
no insistence on ny part that you purchase the instrument nmade - | won't
have a hard tinme finding another hone for it and you will have | earned

even nore about what you are looking for. That said, it hardly ever cones
to that, and |'mpretty confident that what we nake is sonething with
which we will both be happy. Do you make copi es of existing instrunments?
Yes. And no. | prefer to think of my work as bei ng based on particul ar
exanpl es of the great masterworks of the 16th - 18th century in Brescia,
Crenona, M Ilan, and Venice but not copies. Though they may | ook a bit
like themfromthe outside, ny owmn work is based on a type of
deconstruction of the original - creating something true to the origina
formand to the original approach, but at the end sonething that is
particularly nmne. That said, one of the cello nodels |I've nade "after
Testore" started as a strict bench-top copy when the instrunent was before
nme. Another - a Peter of Venice cello owed by Rostropovich at the end of
his career - started as another bench-top copy. The del Gesu nodels |
nake are al so based on particular studies of particular instrunents, but
as in the other cases, ny instrunments are now all "after” them- an
interpretation or a consideration, surely, but a copy, no. Think of ny
work as being sonething inspired by an appreciation of a form not just a
copy of a picture. If you do not nake "copies" of instrunents, why do they
| ook antiqued?l don't "antique" all of ny instrunments but when | do

think about it in a slightly different way than nost makers. |Indeed, | do
think it a bit contrived when there are particular marks made to match a
photo or an instrunent in front of you, but when it is done by a good
maker, it can look quite beautiful. | amglad to have so many col | eagues
that do this with a type of artistry and subtlety that is nothing short of
virtuosic. However, there is another way of approaching the | ook of the
finished thing that is neither about copying a particularly fanous

i nstrument nor about trying to produce a facsimle of age where it doesn't
exist. Wuat | nean is this: | think instrunents contain stories. | think
these stories and the way that tine has collected themin a particular

i nstrument are what nmakes collecting anything with sone history a

nmeani ngful thing to do; but not because the player is collecting the
instrunment, rather the opposite - because the instrunent is collecting the
pl ayer! When | renmpove a bit of varnish fromone of ny newy made
instruments or soften the wood where sone wear may have happened, it is
not to fake a I ook but to nake a gesture to the stories that | want this
instrument to tell.* If a player is inspired to have a fully varni shed



instrunment and for all nmarks made fromthen on to tell the story of their
own, I'mall for that. But if they appreciate the | ook of a good ground
that lies beneath the varnish and that this view mght offer a pictoria
anal ogy for what has conme before in the history of great music and great
pl ayers - | can appreciate that too; and hope that the instrunments | make
inspire a type of connection with the past and with whatever conmes next in
the nusician's hands. * But it is as well to acknow edge that part of ny
task as a nodern nmaker is to appreciate the tinme that has affected the
instruments of old which we adore - instrunents which may be slightly
different objects than the ones which |eft the nmaker's bench - but agai nst
whi ch we often nmeasure our creations nevertheless. Al the nore so,

say. For it is not tine itself that has changed these instrunents but
what has happened in time - as a result of being played, adjusted, or
restored - that should be approached with as vigorous an interrogation as
any singul ar originating noment which has al ways nore jeal ously required
and reserved our attention. "Antiquing" on one of ny instruments then is
a way of suggesting that ny owmn work is paying attention to these
technical, naterial, and ultinmately acoustical issues that |lie beneath the
| ook. What happens after | purchase one of your instruments?This
guestion gets to the heart of what it neans to play sonething froma
living maker, and since you are a living player, the answer should strike
a chord. For just as you need to keep performing on an instrunent that

supports the sound you are |ooking for, | need to make sure that | can
support you. If just starting your career, the instrunment should be one
that will growwith you; and if already a professional, well, you know

what you are |looking for in your sound and need that answered in your
instrument without needing to ask. This is why when you choose one of mny
instruments, | request that we get together periodically to nake any

adj ustments necessary. After the first two years, the instrunment and your
imprint on it are well known and we will only need to get together for
seasonal or annual upkeep - sonething also inportant for the health of
your instrunent. Sonetines there won't be nmuch to do at our neeting at
all except have a cup of coffee, but that's one of the pleasures of

keeping up. In sum | see every instrunent |'ve made as an exanple of ny
work just as every performance or recording is an exanple of yours; and
our interest - quite alive, we should say - is in insuring the continuing

excel | ence of both.



