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herever you are, in any situa-
tion, you always have pluses and
minuses. At some point, one may

outweigh the other and then you have to
make a choice,” says violist Kim Kashkashian.
She speaks from experience: making choices—
personal, professional, and artistic—has been a
recurrent theme in her life, and some of them
have been so crucial and far-reaching thar they
affected the entire course of her career.

Of Armenian heritage, Kashkashian grew up
in Detroit and began to play the violin when
she was eight. “I really wanted to play the clar-
inet,” she says, “but a cousin’s violin was sit-
ting in the closet, and my mother felt I should
play an instrument that was already in the fam-
ily. So I studied with Ara Zerounian, who
brought up three generations of American
string players. When I was 12 I went to the
Interlochen Arts Academy; there I was able to
borrow a viola, and simply moved back to the
register | had wanted in the first place.

“Rut the truth is that I'm still a closet violin-
ist, at least at home. I love to play the Bach
sonatas and partitas, and all those wonderful

_ Mozart, Beethoven, and Schubert sonatas. |
- ‘have:a very patient friend who plays the piano
.,.with»me'.” S-SCR U

“Kashkashian studied viola at Peabody

Conservatory and at-the Philadelphia Musical .

Academy with Karén Tuttle, eventually becom-
ing her assistant. This initial teaching experi-
ence laid the foundation of a lifelong dedica-
tion .to teaching. She has held faculty positions
at- New York’s Mannes School (now Mannes
College) of Music and the University of Indiana
at Bloomington, and the Freiburg Hochschule

for Musik and the Hochschule fiir Musik Hans

Eisler in Germany, and this Fall is taking up a
position at the New England Conservatory in
Boston.
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WHAT SHE PLAYS

Kim Kashkashizn’s viola was made by Givolamo and Antonio Amat in 1617 anl s
about 16% or 16% inches long. She got it lrom Charles Beare in London in 1985, Siw
recently began to collect bows and has a Nicolas Maire, an Quchard, and 3 Fugene
Sartory, in addition to 2 Plrerzschner thar she broke many years ago.

“1 can plead callow youth," she says. *One day while [ was practicing, | ook

break and put my viola and bow on my bed, which 1 thoughs would be the salest place.
When | came back into the room, | noticed that a picture on the wall was croaked, por
onto the bed to fix it, and stepped right on the bow, It.was completely in pieces, bur a
fantastic bow maker, Feancisco Torres [of New York], fixed it, litecally weaving it back

together and also steengthening it

, 40 it still sounded wonderful, though it had los

some of its resilience.” For the Kurtig program at Weill Hall, she used twe hows: the

>

broken ane foe a peece in which she had to bang, the stick on the music stand—becaus,

she says, “you don't use a good how to bang"—and the Maire for everything els

Kashkaschian uses only a linde pad to keep the viola from slipping, not a shoulder
gest, because her neck 1= shore enough to do withour one. Her strings are all Tonicas,

Her performiog carecs, like most vio
liszs®, began with chamber music. She spent
many summers ar Maclboro and now
cxplaims, 1 was very much influenced by
i< teadition and the way the people there
looked ar musie. And of course there was
it wreat teacher and mentor, Felix
Cialimin™ fn New York, Kashkashian
pliveed waly Plalomisica and rthe Seachif
¢ Tasneher Plavers, bot, she recalls, At
e enne ddurms e vems | reatized thar
msy sabn abilicies, |

m 98!

' =y |
[T st 1 sletier

sanalead s pan sl msder Bre, so

Kashkashian admires ber Amati.

entered two competitions, the Lionel
Tertis in England and the ARD Com-
petition in Munich, which both happened
to take place within one week.”

She won second prize at the Tertis snd
third prize in Munich, bur she takes a gen
erally dim view of competitions. “Their
only real benefit lies in the preparation,”
che declares. T wanted to learn all that
solo repertoire, have it m my fingers at one
time, and play it on stage, memorized,
without being visibly nervous. | came gut a
much stronger player, and of course baing

judged so positively
was a boost to my
sell-confidence. Bur
the prizes did noching
for me directly in
rerms of a career.”

There was, how
ever, the beneht of ex-
posure. “In Munich,
they have a concerr
for the final prize-
winners,” she says,
“and some people
heard me and mvited
me to play in cheir
festivals or concerts.
So I did develop
certain musical con
tacts in Europe, 2nd
one of them eventu
ally changed the
dicecrion of my hife:
Manfred Eicher of
ECM Records heard
a radio broadcast of 2
concerr | had played,
likked it, and wroge me
that he was intereszed
in recocding that per
formance. As a resull
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ol that connection, and thanks to ECM,
I'vic e able to record a fot of solo repes-
otee and unusual repercoire.” And, one
mzhr add, contemporary reperioire.
Kashkashian is one of those inwepid pio-
neers who have commissioned and pre-
miered new works, Inspiging composers To
cubarse the notonowusly limsted vioka litera-
e and ofren collaborating with them
divectly.

She is thar rase phenomenon, a star solo
vinlist. Her technique 18 masrerful—and her
(e is nsgandy arresting for its warmth,
Justere puricy, and concentrated intensicy.
Glowing like dark amber and radiant liks
uolden sunshine, it has infinite variety of
color, nuance, and inflection. Her phrasing,
rhythmacally supple yer steady, flows and
heeaches as naturally ae human speech; her
eXpressivensss communicates deep personal
involvement.

Her latest recording, made with the
Netherlands Radio Chamber Orchestra
under Peter Ebtvos, features an all-
Hungarian program: Bartdk’s Concerto,
Kurtag's “Movement for Viola and
Orchestra,” and Edtvs’ Replica, which
was written for her. Her interest in 20th-
century music, she says, developed narurc
alfy, I feel that part of my job as 2 musi-
cian is 1o tell the news, to spread the word
about what’s going on in the musical
world, After all, unti! maybe 100 years ago,
pecformers played mostly music that wis
being written at the ticne, [t's our obliga-
tion, as well as a challenge and a pleasure,
ro work with the composers of the day.”
She no loager has seek out new works,
though, since now composers send her theic
scores. *I have a terribly bad constience
abour a pile that 1 haven't had a chance to
lock at,” she conlfesses.

Kashkashian's European connections
led 1o European concert eRgAgLICnrs, and
after dividing her rime between the U.S.
and the continent, she “began to realize
thar a violist has far more opportunities
for solo playing in Europe than in
America. That's always been true and ie%
sill true. Here, the violz is just beginning
1o be reluctantly respected as a solo ipstru-
ment, while in Europe it is fully accepted.”
Se» in 1987, whea she had been teaching
ar Indians University for two years,
Kashkashian found rhat she was speading
more time in Europe than America and
made another significant choice: she
moved to Germany.

As a result, her performing career flour
ished. “I played ahout 25 recitals and as
many concerto dates 3 year in Germany,
Austria. Switzerland, and Italy, which
would never have been possible in
America,” she says, "I could have dope 3
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Kashhashian bas fosnd that Europe offers more apportunities for violinists.

lot more, except that I am a mother and
to limit my time away from home.” And
because she wanted her davghter o have
an at least partially Amencan education,
che moved to Berlin, which has the only
American school in Germany, in 1996,
after teaching in Freiburg for six years, “f
made that choice for my daughter's sake,
bue then [ was lucky,* she explamns. “The
Hanas Eisler Academ) happened 10 have
an opening, and [ auditioned and got the
job. So it all werked out perfoctly.”
Kashkashian talks about her teaching
career there with warm enthusiasm, “1've
been lucky to have a lacge, gifted, interest-
ing class,” she says. “Unfartunately, my

seudents are too shy 1o corror my Cermvan,
though [ often ask them ro, espe ally tw
recucrent grammatical mistakes. In Lorope,
there is more reserve betwoen reacher and
student than here,™
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Throughout her European years,
Kashkashian paid occasional visits [0
America 1o see family and foends and also
to perform; the latest of these occasions
was an all-Kurrig program at Weill Hall
in New York (sce On Stage, page 107}
Describing the differences berween
Furopean and American musical life, she
says, “There's more Aexibility n Europe.
There are more small organizations Lhat

CAan survive. E\'Cﬂ' town NS its own c-rchcs-

rra and chamber-music series; there are
more broadecasts of classical music, both
live and recorded. But since the falling of
the Berlin Wall, the financial situation has
been tighter. There's less state support, and
a great deal of it is flowing into the East. It
affects not only the arts, bur social and
medzcal areas as well”

Although Kashkashian’s move to
Germany was monvated by professional

comsiderations, ber reasons for returning to
Ametica were more complicated. "Boston
feels very much like home because my
grandparents lived there 2nd | often vissted
as 4 child,” she says. “And I'm very happy
1o join the consesvatory faculoy; it's a won-
decful school and 1 have colleagues there
who have been my friends smee we were in
high school. In facr, the conservatocy
approached me five years ago, but though 1
considered returning to the States, [ didn’
feel quite ready for it. My davghter enjoyed
attending the American school, and many
things were quite wonderful, including my
professional life. But there’s something
abour the armosphere, and Cerwain A5pects
of private life, that 1 missed very much; §
had lived in Germany for 13 years, and 1
just had the feeling it was nme to come
home. It's nice to have two homes, and o
leave the second to return 1o the fist,”

As 10 how the move will affect her per
forming, she says, “The simation for a solo
violist is still far berter m Europe. My years
there have left me with the enjoyable burt
naive impression that the violz is a solo
instrument like any other—but, though 1
hate to say this, Amencan violists are still
acting like missionarics, and it's time {or
me to join the fighr. However, Fll continue
to perform in Furope, powg over probably
three or four times a year, and pack as
much playing 2s possible into ten days or
swo waeks. I am very lucky: for abour ten
years ['ve had a fanrastic management, the
Sonia Simenauver Impresariat in Hamburg.
My schedule 1 fairfy solidly booked for the
next two years, so going back and forth
will be a bit frantic, but we knew we'd
have to accepr a period of adjustment.”
Although a highly successful soloist,
Kashkashian also performs in pumerous
chamber-music groups with such players as
pianist Robert Levin, percussionist Robyn
Schulkowsky, violinist Leonidas Kavakos,
cellist Miklés Perény, and violist Garth
Knox, formerly of the Arditti String
Quartes.

Among stringed instruments, the viola
has always occupied a special position,
both positive and negative. It has some-

' i

simes even been described as a "sad

instrument, because its dark sound has
inspired many Composers to write very
somber, mournful music for it; one of
Kashkashian's own recordings s 3 program
called Elegies. “Sad?” she retorts. “An
instrument can'’t be sad. An instrument can
become anything, depending on the hands
and the imagination of the person who's
using it. We no longer even agrec that
there's such a thing as a particular viola
sound. The viola is stll in a state of flux, of
experimentation; every few years somebody
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comes out with a new, differently shaped
','vul 2 B

mon is thas the string lengrh and the g

ut one thing they all bave m con-

oich

aren't exactly right for sach other. The
is Toned a fifth lower than the violin bur 15
only a few inches longer. 1deally, the viola
should have a longer string, acoustically
speaking, bur then you couldn’s play it
Ihic discrepancy gives it that particelar
kind of tone qualicy that we mighr charac-
terize as human, perhaps because i’s less
reliable, T would like 1o present the theory
thar the viola is an absoluely flexibée rool
that ¢an l‘tf:p!'.-?ld to the :;,;«vcr'- lm.lj.'n..a-

other”

tion perhag te than any

Sk
playing through her
her artistic chosces,

atention in her own
incomparable one and

The viela lterature,

» proves this co

also perhaps more than any other, con
fronts the p|.l}\.r with :.p:‘.‘mct peoblems in
its inevitable reliance on Ganscrprions. In
the Bach Gamba Soparas, for example,
which Kashkashian plays with a harps:-
chord, she chooses to stay in the low cello
range as much as possable. "My onginal
intenrion,™ she explains, “was to play them
on 3 five-strnged viola, with an added low
F string, 1 retain che originsl picch rathes
than jump around the regmsters, sometimes
for just one note, like the Jow B i the D-
Major Sonata. Bur at that tme we didn’t
have the right kind of string that would
articulate propezly. So I ended up nlf.y.x e it

on my An 1ati, tuned dov
of course, and th

StrINgs,

}"-rhh.' different kind of ¢ '.lrrvu.g pOWeL.

are no balance problems when playing with
a harpsichord.

“T gtil] have that five-stringed wiola, a
wonderful instcument made by Francesco
Bissolotti of Cremona. 1 now have it strung,
up with a high E instead of a low F, and
that’s great; one ¢an use it for any 1 um"nr‘r
of Vivaldi concertos, also the Sixrh Bac
Suite, and I'm even experimenting with 111:‘
Schubect’s “Arpeggione’ Sonara. Actually, ]
used to wish 1 were using it when | played
the Kurtig Concerto, because half of thar
The extra

piece 15 up in the stratosphere.
crring s accommodated by an instrament
specially built to be becader, wath an exus-
far fingerboard.”

The Beahms Sonatas, on the ©

also = un't-'- f g

inally wrote and wondering, why did
he :n:nrr this or that passage? Perhaps he

ook it ~Jn YW an oClave Dotause the violists
ll[ "L
pow we age 5o much better that we can risk
it. And if the clariner had a low C, perhaps
he would have gone down there, 3o we'll
In short, Kashkashian

day didn sound good up high, but

use our C suing.”
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There's more care to the sound, and there
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wses the full range of both the clarinet and
the viola, and her recording is wonderful.

The Bartok Concerto, which she plays
on her latest recoeding, poses a different
kind of choice. Left unfinished ar the com-
poser’s death, it was completed by his
friend Tibor Serdy. Bur recently Bartok's son
derer, together with a composer named
de Ia Maggiore, went back to the orginal
manuscripe and redid some of Serly’s work,
reducing the orchestration, at around the
same time Hungarian violinst Csaba Eedlyr
made his own, even more bare-boned ver-
sion. Kashkashian decided to use Secly’s
varsion because “Peter Eétvos felr quite
strongly that the orchestration 15 moz¢
characreristic of Barrdk. I have, of course,
expenmented with both versions and think
both have advancages and disadvantages; I
tried to make an educated choice.”

Edovos is a Hungarian composer who is
active in both Hungary and Germany and
is based in Holland, where he conducts the
radio orchestra. He wrote his Replica for
Kashkashian after hearing her recordings,
especially those of Kurtig's works. She
says of their collaboration, *When 1 first
looked ar the score, I got very scared,
because it's in multiple meter. For example,
the orchestra is playing in two and I'm
playing in three, or I'm five and the
orchessra is in four, and T wondered how
this was going to work. But he was fantas-
tic to work with and kept enccuraging me
simply to play che main bar, to play the
bereath of the phrase, to play whar I felt.
He said, Kim, | wrote this musx as if on
your skin; don't worry about a thing, juss
play.” And in the end, when I had enough
confidence to do what he suggested and
not worry about every micro-16th being
together or not togethes, it did work out
really well, and I fels I could express what
he wanted. We premiered it in Milan and
then recorded it.”

Instanrly recognizable through her
uniquely distincove sound and mterpretive
choices, Kashkashian's technical approach
to her instrument is equally indradualisnc,
and watching her play is fascinating. Her
hand paosition = unusual, even unorthodox:
she supports the viola with the base of ber
thumb, her wrist bent in, her hand almast
parallel to the neck. Yer she has unlimited
facility and speed and a woaderful wbrato.
How does she do 12

*] have some very slrOong opinions
about this,” she smiles, and picks up a pen-
al, closing her fist on it. “If you use your
hand in the normal way, that’s the way
you'd grab any object, with the fingess
closed—and that’s how you should hold
the fingerboard. Ies the cdhosure of the hand
thar counts. [ always have my students
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pnke that natrsl closing of the fse. Amd
tlie wrist position 1 also part of my theory.
Usually is bear our shghedy, but you actu

ally pet the best leverage, with the least
musde contraction, if it’s bent in a licde. If
you do ths,” she says, drumming her fin-
gers on the wble and keeping the knuckies
serarght, “yon can see that the finger action
is from che knuckle line, and you want to
reproduce that on the fingerboard because
1t's the simplest and most artcolate way.
Bur you must set your hand at an angle
wheze possible, and that means the wrist
must bend in, not out. | do, however,
change my position slhghdy according to
whether ] need more bounce in the fingers
for artenlation or a more sliding, snakelke
feching.™ :

She also moves her hand shightly along
with each finger change, keeping the thumb
opposite the second finges, where it would
be while making a fist. The base of her first
finger barely touches the neck, and only in
passagework. “If you don’t squeeze and
keep an open thumb, you're absolutely Iree
to vibrate. And the main point is that yous
hand, including the thumb, makes a full
circle, not a tdangle, as it wonld if the
¢humb were bending curward,

“What's more, you can get a paralle
fecling of a circle in the righr hand by

L

Kashkaskian’s technical approack is bighly individual.

St Lali

placing the thumb oppasite the second fin-
ger on the bow,” she contnaes. “I try ©
balance the weight from the middle of the
palm, not over the first fimger. At the tip,

e

you have to turn in more for first-finger
weight, but you can stil have the fesling of
being centered over the middle of the
palm, and then you readjust as soon as

Peler & Laarie Peorianos

{  adjusted, ready to ship.

|  accessuries, strings, ete.

' e All prices and sizes from beginner to most advanced, in stock and
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At these and many other_fine shops
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Cticage, IL (T73)348-4949
Amati Violin Shop
Houston, TX__(713] 666-6461
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[ X
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Brovidence, R (
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i 541:2000
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Agstin, TX__(888) PLAY OUT
Casa del Sol

IngEanapols, W (B00) 423-0236
Robert Cauer Violins
3) 4 15

Don Banks Music
Tamps, FL_(B00) 262-6574

Roland Feller Vnolins
67 -
Foster's Violin Shop
Graner School Music
Groth Music
i MN 4772
V.A. Hill Fine Strings, Ltd.
7
Hosmer Violins
Syracuse WY (877) 7731402
Inter-City Violin Studios
Johnson Strings
~ Maytan Music Centers
n
Monaco’s Violin Shop
el
Francis Morris Violing
1
Muzet, Inc
Psarianos Violins

Tro M) (500) 697-0465
Quinian & Fabish

3

Ted Herbert's Music
N
Tulsa Violin Shop
4 mn
The Violin Shop in Lincoln
Violins, Etc.
Auslin, TX__(500) SE1-530
Westbank String Shop
X (81 4

Williams Gengakki Violins

11
Wilkiamson's Music
Adingtan, TX  (972) 516-1351
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prossabde, For e iy peenty much an iroa-
clad vnle that vou ger 2 warmer sound with
mure evertones 1 vou do thar than if you
balance teward the hirst finger. On rhe
other hand, you ger more core to the
sound with more Arse-Anper pressure, You
have a chowe.” ladewd, her bow seems 0
cling o the string with unusual closeness;
perhaps this is part of the secret of her
unique rone qualiny.

Can all this be taught? “Well,” she says,
“I do try to teach the mdradual scudents; 1
don’t put them o a meld. Bor 1 know
that I have a rather specific, personal way
of teaching, so ! make sure o be available
for auditions wherevee 1 reach, because 1
wouldn't want to take on any students
without getting a feeling for them as per-
sons and players and without lewing them
get a feeling for me. The relavonship be-
tween stadent and reacher is very personal,
s0 it's important for a good partnership
that we choose each other.

"I must admir, though, that enly about
S0 percent of my students can make use of
my technical ideas. It depends on the shape
of their hands. My reacher, Karen Tuttle,
had a completely different hand position. 1
ook her principles, ber ideas of what was
available to me in texms of fexibilicy and
comfort, and then used what worked for
my hand. That's the only thing you can
pass on.”

Indeed, Kashkashian’s way of playing is
so unorthodox that if one has not heard
and seen her perform, one mighr think it an
impossible dream—all Little kids want to Jet
the wrist collapse. “Pechaps we should lis-
ten to them,” she observes, "They know
how to find the most natural position.
Also, have you noticed how babics grab
your finger? Their grip is so strong that
they can really tug you, though there’s no
muscle, no tension, It’s an absolutely per-
fect bow grip.

“The basic question is always the same:
whart is most narural and comfortable? You
should hold your instrument in the way
your body wants to function, not some
odd, twisted position. So if you start by
askmg yourself, “What would my body be
doing without the instrument?' you come
to the best, most namral rechnique.

“Pll give you an example,” she contin-
wes. “I was persforming the Mozart
Divertimento with my swring trio {Lecnidas
Kavakes, violin, and Miklés Perény, cello],
and before the concers they went off some-
where and 1 was alone on stage, practicing
thar wricky passage with the trills and shifts,
They both came back simulcancously, one
on cach side of me, and ar absolutely the
same moment one said, “You should pick
up vour fingers when you shift!” and the

other said, ‘Keep your fingers closer to the
fingerboard!” 1 laughed and said, ‘Both of
you show me what you mean.” They did,
and then they looked at each other and
said, ‘Hey, it works!?

“So ultimarely, everyone has to find
their own solutions.™ -

DISCOGRAPHY

All of Kim Kashkashians recordings
are on ECM.

Bach: Three Sonartas for Viola da
Gamba and Cembalo, with Keith
Jarrew, cembalo (1501).

Bartk: Concerro; Edtvos: Replica;
Kurtag: “Movement,” with the
Netherlands Radio Chamber Or-
chestra, Peter Edtviis, cond. (1711).

Bourchard: Powrtinade; Chihara:
Redwood; Shostakovich: Sonata, wath
Robert Levin, piano, and Robyn
Schulkowsky, percussion {1425).

Brahms: Sonatas, with Robert Levin,
piano (78118-21630-2).

Romances and Elegies: Britten,
Vaughan Williams, Carter, Glazunov,
Liszt, Koddly, Vieuxtemps, with
Robert Levin, pizno (1316).

Britten: Lachrymae; Hindemith:
Trauermusik; Penderecki: Coneerto,
with Storigarter Kammerorchesrer,
Dennis Russell Davies, cond. (1506).

Hindemith: Sonatas for Viola Alone,
Sonatas for Viola and Piano, with
Robert Levin, piano (1330-32).

Kancheli: Vom Winde beweint;
Schmittke: Concerto. With Orchester
der Beethovenhalle, Bonn; Rundfunk-
Sinfomeorchester Saarbriicken, Dennis
Russell Davies, cond. (1471}

Kurtag: Nixe Preces for Viola Solo;
Jelek; Heommage & R.5¢h. Schumann:
Marchenbilder, Opp. 113 and 132,
Fantasiestiicke, Op. 73, with Roberr
Levin, piano, Edvard Brunnes, clarinet
{1508).

Karaindrou: Ulysses” Gaze (film)
(1570).
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