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A VOICZ CRYING IN THE WILDERNESS

S

. A letter from Dr. Frederick Saunders of Hadley, Mass. has prompted the
writing of this Editorial. My fr
scientific discoveries and information which has proved worthwhile, are acted upon
by those for whom they could be useful, then these investigations may just as well
cease their inquiries.

Dr. Saunders suggests that very few even of our local group have tested any
of his observations. This, I feel, is a very true indictment. How many makers have
tested the Doctors findings regarding Tap-Tones? How many have put Joseph Michelman's
theories on the pre-varnishing treatment of plates into action, or even tried his
varnish? Stephen Kawjawa has spent a life time studying this sams varnishing problem
yet he tells me' very few try the results of his labor.

These men werk not for remuneration but because they are simply built that
way -~ they are only happy when solving a problem. Yet how much more satisfaction they
would recsive if their discoveries were proved by Makers to be truec}

It would seem to this writer that too many simply read such periodicals as
The Violin Makers Journal for enjoyment at that moment. These good people write in
saying how good the Journal was last month,. but have they followed up any of the ideas
presented? .

"The Voice Orying in the Wilderness" gets very little satisfaction unless,
as with the originator of this phrase, he sees the results of his discoveries.,

Stand still and silently wat¢hthe world go by

————— it will
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I3
by HAROLOD BRIGGS

-

Hello Everybody!

Cur Super Craftsman, Mr. Peder Svindsay says the Best Violin hasn't been
made yet., This is just to let you all know I am working on it now, but the date of
completion willhave toteannounced later. I was just glueing the little piece that

0. controls the tone into place when it fcll among the shavings and was -loste: By ‘the

time I made another one I had lost ths place to glue it, then the glue tipped over
and also got lost. By the times I had cleaned up that mess I had lost my patience
and then I lost my ambition.

Now it is someong elsete .ty Lell onmesl -

* ; Our: last meesting, held on June 15th, -turned out’-to be mostly a business
meeting. The question of our society operating a booth of -@xhibits at the hobby
show again this year was discussed at length and voted down by a large majority. A
Committee composed of Messers: Wreight, Frigss, Svindsay and Helin was appointed to
look into the advisability of holding some other sort of exhibit outside of the
Hobby 8how. It was hoped that some sort of competition and exhibit could be arran—
ged where it might be possible to find a possible salec for some . of oursinstruments.
; Mr. Friess gave us a talk on wood- and then led a discussion on the amount
of time required to .season wood propsrly for violin making.  Seme members feel that
wood dried under modern kilndrying methods is suitable for making vielins, while
others are gqually surs that .several years seasoning is necessary for best results.
The final out come scemed quite inconclusive and I felt that each man had the same
ldeas at the ond of the descussion that hechad =t the s&ieginnimg. e

At the time of our meceting, Mr. Ernie Lindberg was still in Gemeral Hgspital
but we werc glad to hear he is improving and would be glad to have visitors.

Visitors at this mseting were Mr. Graham, Mr. Luckton and Mr. Crabtree of
Kennedy Mr. Crabtree

degrse of craftsmanship as well as very good tone.

The rest of the news hasn't been made yet.

OUR TRADING POST

Farmer: "Be this the Woman's Exchange?"

Womans "Yes" :
Farmers "Be ye the woman?"
Womans yggh e o

Farmsrs "Well, then, I think I'1ll keep Maggie."
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WHY MAKE JU3T ANOTHER FIDDLE?
ty Jcssphy Hichselmen

Why should a violin-maker, espscially an amateur who is not in the business,
buy wood, tools and Heron—Allen's book, and then devote days and nights of painstaking
labor, without some wellfounded prospects that he will not produce just another fiddle?
Of couse, there is the satisfaction in fulfilling the challenget "Given a log of wood;
make a fiddle." There is an outlet for one's skill.as a wood-worker and the fascina-
tion in making a violine. There is the debatabls idsa that a hand made instrument is
better than a machine made one.

But what will the final product be? A violin di<fering little from the
countless number that have been made and will be made throushout the world! Occasion-
ally a violin maker may display above average ability and produce a better looking
and/or better sounding violin. Too frequently such violins are "better" because of
personal or friendly evoraisal. But if all violin makers continue to make violins by
the established methods without some change ~nd without departing in some manner from
the beaten path, then can they reasonably expect their ins*ruments to be much better
than average violins? By following methods that have been tricd and found wanting,
can they reasonably esxpsct to produce instruments equal to those of the old Italian
masters?

Four hundred years have passed since the vinlin was given its vresent form
and construction. Tt is startling that in the intervening centuries only a very few
improvements have been made (longer necks and stronger bass bareg). In the same period
of time man can pride himself on myriads of marvellous zdvances in the Arts and the
Scisnces. The violin making profession as a group can be confronted with the fact
that it has not even equalled with certainty the products made by its Italian prede—
cessors hundreds of years ago. How many other professions or industries are in the
same position or have similar records?, | '

One cause for this absence of progress, Which'directly influences the pro-
duction of average violins, can be attiributed to the frustration that is propagated
about ths old Italian instruments. One hears such cynical
secrets of wood selection, varnish preparation and craftsmenship were soon lost, never
to be rediscovered". The word "never" indicates a long, leng, interminable time. It
should not -bs applied in this ege of eye-opening discoveries. The "lost art" was
once used by mortal men (about 20C of them) and can be rediscovered-~but not by scep—
tics and cynics-—but by eager, opgn-minded and dedicat=:d men. Progess has also been
retarded by violin makers who fail to comprehend the assistance that properly applied
scientific reasearch can give them. On the other hand, a disparaging effect is also
imparted by mislsad scientists who waste time, effort and monecy on projects that can
be of little in any direct walue to violin makers. 3uch projects have 'an adverse eff-
ect in that they supply encouragement to critics who cry:  "Even this or that weéll
known professor of a big college or university has been unablé to rediscover the
secret of Stradivari®,.

What is the solution to this rerplsxing situation? Violin makers should
welcome new ideas and workable tschnical and scientific reports of research and try to
apply them when they are fashioning and finishing their instruments. For example;
Viclin malkrers should consider the preliminary troatment of the wood of their instrum—
ents, This 1s a virgin field for expsrimentation because so little has bsen reported
to date. The neocd fpr some pretreatment of the wood has be:zn discussed in an article
by” the author in "Violins and Violinists," October issue, 1952 page 242. New varnishes
have also been discovered based on years of laboratcry research’ and supported by con-—
vincing confirmatory evedence. Violin makers have tried these new ideas and have becn
highly pleased; but many are still sceptical or inert or welded to their own opinions.

Violins should be made according to the best traditions or the art——but
augmented by modern advances. This revitalizing spirit injccted into violin-making will
make it even more exciting and intriqueing that it is. And it will definitely be more
rewarding than merely making just another fiddle.
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THE UNJVERZAL DICTIONARY OF VIOLIN AND BOVW MAKERS

In our last issue we gave a hurrisd review of a literary work which we con-
sider may well prove to be one of the most important reference books in the Tiolin
world. Imagine a dictionary containing details of the work of every v1011n maker past
and present and you have some idea of the mental and physical force 13 cessary to pro-
duce this immense output of work. It could only have been‘undertals=n by a man of the
calibar of the late William Henley, a man who did so much for the violin and received
all too little recognition.

William Henley was one of the finest violin virtuoso evér produced by England.
He was known as "The wonderboy Paganini' and played before all the crowned heads of
Europe. He almost retired from the Concert platform :when he toolz up the study of vio-
lin making and after visiting every well known maker of his day became 1nsp1red to
construct in Fnglish a Dictionary to centain every name possible of persons who by
actual practise had contributed to violin making.

William Henley died in 1957 before his creation was published. The task of
completing and publishing this monumental work has fallcn on the shoulders of Cyril
Woodcock, also a well known figure in the English violin world,

The Dictionary is being published in 12 separate parts and I have part one
on hand. You can, spend hours reading the different methods employed by every maker
from Gasparo da Salo to the present day makers. An edueation and a "must" to all
lovers of the art. As I mentioned last month it is not too late to have your name
included, Simply send your name to Cyril Woodcock, c¢/o The "Amiti" Publishing Ltd.,

"44 The Lanes, Brighton, Sussex, England. Give Date and vlace of birth, number of
instruments wmade, model followed, varnish, ete.: You could also send the same details
of any maksr you knew, now deceased. Above 211 send for Part one and see for your-
sélf the quality of this most desireable work.
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HINTS ON PéLISHING 4 VIOLIN by S. Kujawa

The last two coats on any violin-job should be a natural varnish. When you
put on the next to the last coat you polish your violin with rotten stone and oil,
“use a mineral oil, any good lubricating oil will-do, It should bc 'a light in body
0il, do not use linseed oil. You will find that oil comes off much easier from this
varnish, just a few strokes and it is bright and clear. Thisgvarnishldoes not creep,
but dries fast, so work carsfully to prevent runs. VWhen everything is bright and
clear put on your last coat, polish again and you will find no higher luster. Rotten
stone is Tripoli powder. The city of Tripoli was where rotten stone was first used
as a polishing agent. Ground salmon bgnes is the finest form of calcium known, best
polishing agent for metals, wash bones clean, dry, thsn powder. Do not hang violin
in the sun, outdoors in the shade is best possible place.

I am cxperimenting with a varnish that will not dry unless wet clothes are
“around it, Japanese varnish. As far as that goes all varnish dries better in shade,
‘and faster. :

-

A good brush is important. I use an artists oil brush, it is flat 4 inch
brush cand costs 34, 50, but it is sure worth it. It flows the varnish on very even
and being small in size you never get too much varnish on the job at one time. This
varnish levels off very good, I have not much on hand, but I expect to get more of
these gums soon.

Sun causes linseed oil and other flxed fatty oil to expand when drying and
become more or less porous.
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The following seven advertisers are all members of

The Violin Makers Association of B.C. . . . All have

won prizes at the P.N.E. Hobby Show, against the
keenest competition.

For complete satisfaction your patronage is
solicited.

GEORGE FRIESS

2724 Yale Street, Vancouver HAstings 6462R
VIOLIN MAKER AND REPAIRER
Violins — Violas — Cellos
Also

FINE OLD VIOLINS WITH REAL TONE

PEDER SVINDSAY

3914 MAIN STREET, VANCOUVER EMerald 5022
VIOLINS — VIOLAS — REPAIRS

Hand Made Bows for the Discriminating Artist

FLOYD HOLLY
2636 WEST 6th AVENUE, VANCOUVER
CEdar 9314
VIOLINS AND VIOLAS
Pupil of the Late ‘“‘Doc’ Porter

DON WHITE
VIOLINS

With the Accent on Tone
STUDENTS AND ARTISTS INSTRUMENTS
4631 West 14th Avenue, Vancouver Alma 1523L

HERBERT MARTIN

755 Foster Road, Richmond, B.C. CRestview 8-1378
VIOLINS
To Accommodate the Concert Performer

MARTHA KOZAK

Careful Repairs to All String Instruments
BOWS EXPERTLY REPAIRED

VIOLINS — MODERN AND OLD
1598 West 16th Avenue, Vancouver CEdar 5293

R. W. HELIN

3751 Venables Street, Vancouver GlLenburn 2969R
VIOLINS — VIOLAS — BOWS
Highest Quality Tone Consistent With Good Workmanship

OOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOONOOOOOOOOOOOOOOOOOOOOOOOOHOOOOOOOOOOOOOOPOOOOOOOOOOOOOOOOOOOSY

HIGH ALTITUDE ARIZONA
AGED TOP WOOD

Reddish Brown or Clear White
USED BY LEADING VIOLIN MAKERS
Fine or Wide Grain

$5.00 Each Plus Charges

PLAIN OR INLAID COWBOY VIOLINS
MADE TO ORDER
Satisfactory Repairs

BOB WALLACE & SON

Box 367, Gilbert Arizona, U.S.A. Phone WO 4-6977

OLD ITALIAN
CEMONA VARNISH FOR VIOLINS

Made from Fossil Resins
ALL COLORS INCLUDING NATURAL
Oil or Spirit
Prices Postpaid 2 oz. $1.50
4 oz. $2.50 8 oz. $4.50

S. KUJAWA

1958 East Hawthorne St. Paul 6, Minn., US.A.

FRANK G. WARD LTD.

Sales and Rentals of All Instruments
EXPERT ADVICE ON REPAIRS

FULLY QUALIFIED INSTRUCTORS ON ALL

STRING INSTRUMENTS

A Complete Line of Parts for All

Needs in the String Field

Accessories and Instruments for Sale or Exchange

FRIENDLY COURTEOUS SERVICE

WARD MUS)E™

BURNABY: VANCOUVER:
4849 Kingsway 412 W. Hastings
HE. 1-5596 MU. 4-6545

VICTORIA:

1320 Broad
Phone 2-8146




TONE WOOD

Alpine Pine and Curly Maple. Finest aged seasoned woods
for best toned stringed instruments. Accessories for Violin
Makers. Professional references. Write for price list to:

W. L. Laubi formerly A. Siebenhuner

Specialist in Tone-woods and Manufacturer

DUBENDORF, near Zurich (SWITZERLAND)

OOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOENOOOHOHOH OO O

Hitalt Jwmport Cmmpany

5948 Atlantic Blvd. - Maywood, Calif. - U.S. A.
Phone: Ludlow 1-3888

Stringed Instruments and Accessories - Old Master Bows - Violins - Violas - Celli - Rare Books

IOOOOOOOHOOSOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOOO®

GEO. HEINL & CO I.TD

Canada’s Foremost Violin Experts

Equipped to Supply and satisfy the new
student or the most discrimating artist

Our service and merchandise is available through all
good music stores. Patronize your local dealer

209 CHURCH ST., TORONTO
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THE VIOLIN MAKERS JOURNAL

A periodical published monthly on a non-profit basis.

Subscription rate $3.00 per year. Remittance payable at par Vancouver. Address Don White, Editor
4631 West 14th Avenue Vancouver 8, B. C. Correspondence Invited.

For advertising space apply to the Editor. ‘“The Journal goes right into the Violin Maker’s Home."”



"THE BIG NOISE"
by Don White

It would appear to me that it is high time someone attagked this modern craze
for a loud tone in a violin. Should this incessant demand continue it is likely that
many makers (excepting those that know better) will end up by producing instruments
that do nothing but give off a "Big Noise".

Some of my good friends go so far as to suggest, perhaps with tongue in cheek
that violins should be tested in an open field! What are we trying to do, conduct a
pig—calling contest? Others, perhaps with this same lowly animal in mind, claim that
a violin should have "intestines" (but they state it more vulgarly)s Either these
people are ignorant of the qualities desireable in a violin or they are themselves
unable to produce a good tone on the instrument.

I am in agreement with Mr. Clifford Hoing, one of the best makers in England
today. He believes that a good violin will always be heard in a large hall while one
of inferior quality carries only a short distance, I cannot believe that loudness is
the reason for thisece...it is "

Some claim that a violin must be loud in order to be heard above a modern
orchestra. A good violin will carry as far as any piano and far better than a flute,
vet we have satisfactory renditions of both piano and flute concertos. Conductors
nust control their players so that corrsct balance is always maintained.

Have you heard Campoli in person? I cannot say that his Strad has a big
“cnz yet his softest pilanissimo travels to the far end of the auditorium.

Possibly the reason is that a good player, with a good instrument, gets the
‘feelt I tnow from experience this is possible with a singer..once get of th
the feel of the hall and you can project yoursoftest tones to any person in the largest
hall. I believe, however, that he would have to visualize that person in order to
make contact. That is the feeling one gets when you have the "feel"

No, we must seek something .else than the "Big
and I would suggest that somsthing is timbre...which is a far different quality than
mere noise. Timbre is an attribute which if not possessed by a violin or human voice
very little projection can bs attained.

The Oxford Companion of Music describes "timbre" as tone color. For instance
the trumpet is described as "scarlet" the 'celle as "rich brown" the fluet "
and quote "The one and only factor in sound production which conditions timbre is the
presence or absence or relative strength or weakness, of overtones."

You have heard singers with what is called a "colorless" voice, many so called
"crooners" can be classed as such. These singsrs would never be heard without the aid
of a "mike", So also a violin without color is a dead thing carrying only a short dis-
tarce.

I rather like one of the French definitions of timbre which is "bell". Hence
we hear of a bell-like quality in a singer or instrument. Here we have the suggestion
of ringing.

The problem then, for the maker is to produce a violin with the correct over-
tones. He will then havs an instrument with a "soul '" one that is alive. Let us please
ceass this craving for a "big noise" and insert in our instruments that bell-like sing-
ing quality that will not only project its tone but at the same time so inspire the

Page 5



ertist as to encourage him to display his talents to the full. He will then so control
‘.03 audiznce as Lo place them in that hushed receptivc mood in which even a pin drop
vw1ill be heard at the far co u2rz of the hall,

3006060000000 000 000000

APOUT PRIMiRS by Clifford Hoing

We see a number of references to .priming in the Journal, mainly recommending
i‘neeed oil. Wulme Hudson an old English maker (now dead) used to use this but admit-
ted that the Italian makers could not have used it., Hies reason was that a well used
violin treated with linseed oil, wears black with contact with the hand, where varnish
ie removed at the tcp let hand edge, of ths back of the fiddles An Italian fiddle
-2zs not show this colouvration in the seme circumstances. I know of sevéral other
wokers who.heve tried thiec method of wrimie but have never heard a fine toned fiddle
tlat had been treated in this way. I know other methods ares better....because I have
tried it myself.. !

T can confirm Mr. Jaclklin's vemarls about Rocca tone and Pressendas also.
ad several of both and found that I could always make a fiddle with a far
.one. But it is nnt because Roccals are fairly modern, that the tone does not
mave “he quality and carrying power. It is because the thicknesses of the plates (and
wiaights) are wrong.

»
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siing chat will make o man forget a passing fancy, is
’ ° scmething fancier....
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_NESTE TR Sy larry Owen
Gf 211 the defects of stringed instruments, wesk tone is the greatest!

acine a vielinict with a v

tue oychsstra! Or in a sonata recital with a 9 foot grand piano, or even playing late

Josthoven or Loahms guartets in a medium sized hall. Any professional will quickly

a’in:t that the suall tone is impdssible in nearly all professional s1tuat10ns, so lets

bo varesful of looking down on full tone .unless it is certel

bad . fad study th
w5 well as a large tone (all things being reasonably equal). No, I 'can't bury the idea

that carefully conducted blindfold tests aren't -:1id. Perhaps playing with one other

: runens may vbe a valid method of comparison, maybe a string quartet. Plenty does

1“,1 that way, advittedly. One of the problems of playlrg one violin, then another is

that eoch strineg has its own quality, and when four varying voices are compared with

-

Feur more varying voiese, the problem becomes complicated. No ‘doubt few (if any) human
sars are capable of judging teone without a standerd of comparison., But if one string

e quickly compared with same string on a violin of establlshod excellence, a unlform

. rosvlt can fairly consistently be made.

® % e 0600000000000

L pint of cxample is worth a gallon of advice€.e.sesoes

D I T I S S S )



THEL LaTE JUSTIN GILBERT

By Carl Forseth

Dear Don:

I found your write up on Justin Gilbert very interesting. You said Gilbert
violins have depreciated in tone. Violins that lose tone are thin, at edges. When
Gilbert wrots his book in 1937 he said he had used his method for a decade. He grade
uated his tops then like his backs and only 1/16" along edge.

However, Gilbert gresw mentally until his dsath. A year and a half after
the publicatién of his book, hec came out flat—footed for Stradivari (after 1700) and
Guarneri graduation, that is, the edges of his tops were left 1/8" thick and rest of
plate about 6/64" and late in the '40's he no longer insisted on ths 85 tone interval
between top and back . He increased the intcrval for less suitable wood.

For a ten—~year period 1957-1947, I reccived 30 lstters from Gilbert the
greatest confirmation of the correctness of his method he received from reading Otto
Mockel's "Die Kunst dis Geigerbaues", where graduation and plate tones of several
Strads is given.

I believe Justin Gilhert daserves a biographical write up. And what better
place would you choose but in his home British Columbia.

Carl Forseth, 4024 Elliot Avenue
Minneapolis, HMinn.

.
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JUSTIN GILBERT'S MSTHOD OF MAKING VIOLINS'

. A thick clarinet reed vibrates at its own noisy frequency. To make the reed
behave, the instrument malker shaves it so thin that it wmust obey the musical frequencies
of the ¥ibrating air column of the clarinct.

Lizewise, a thick violin top vibratss inharmonious fregencies. To bring it
under control, the violin maksr thins the top down evenly -so that it aust obey the
nusical frequencies of the vibrating strings. "

The bost thickness for violin tops is‘about &/64th inch. But spruce light
cnough and strong enough to stand the strain is so rare that a follower of Cremona
makers must use 2 penetrating filler that strengthens the wood and adds to its reson—
ance.

Filling the plates has the added advantage that it stabilizes them so that
they will not contract and expand with the humidity of the air. This stability is
especially apprecieted in a seaport like Victoria, B.C., on Puget Sound, where it is
apt to rain "forty days and forty nights."

Modern violin makers know the best average thickness for untrcated tops is
1/8th inch. The fairy tale that Cremona violin plates have shrunken is so fantastic
that ordinary mother ] Since
violins with tops only 6/64th inch thick have been solo instrumcnts for 200 years,
they nust have bsen made thin originally.

From 1908 to 1911 Mr. Hardman (Lancastrian) worte several articles in the
Strad magazins of London revealing the weight and .thickness of the plates of Stradivari
violins,
Page 7



In 1902 a court reporter, Justin Gilbert, of Victoria, B.C., became inter-
ested 1n violin making. By 1908 he produced violins commercially. In 1927 he turned
to filling the plates with resins and gums, and ten years later he wrotec a book on his
method.

But Mr. Gilbert'!s mind was always active, and it grew till his death in
1948. Gilbert's book recommended a sort of Frank DeVoney top heavy in the centér and
thin at the cdges. A fow months after his book was published in 1957, the author
turned to even-thickness top which he never subsequently abandoned. He sent out a
correctional page, 91A, to all his subhseribers. Mr. Gilbert thus followed in the
footsteps of Antonio Stradivari, who abandoned the thick top in the closing years of
the 1600!s and in the following century carved his tops of ¢ven thickness, a thin
edged violin top sooner or later loses its tone.

Two years later (June 193%9), Gilbert simplified his method futher. He now
left the edges.unfinished till the plates were sized. Then it was no longer necess—
ary to remove top and back after four months of maturing to establish their final
weight and tone. After maturing for several months, the pletes were now outlined,
the arching trough dug, the purfling inserted and the wdges rounded.

Any violin maker knows he had a good violin when the pitch of top is over
F. For such a top Gilbert matched a back 85 per cent of a note higher in pitch
(circa 18.7 vibrations per second). Buit when the top could not be raised above F,
Gilbert in 1943 advocated a greater interval that- .85 note. He fitted backs 3,4,5,
and even up to 8 half tones higher that the top, depending on the pitch of the top.
This means a heavier back.

These changes of views show his mind was constantly growing. The second
edition of his book, incorporating his new views, never metsrialized. What gave him
the kecnest pleasure in the decade after he wrote his book was confirmation in 1938
of Stradivai plate tones and graduation in Otto MockKel's book, Die Kunst des Geigen—
macher,” =

Later, in 1946, Gilbert says C.E. Mertzanoff of New York city confirmed
Lancastrian's 1988 statsment in regard to the weight of Strad tops and their high
pitch. This 21l fortified Gilbert's claim that his weights, graduations and plate
tones were like Stradivari's. Mockel'!s book was to Gilbert a grest tonic.

-

Justin Gilbert's method in detail is as follows:

Tops rough-graduated to 15/64 over all are selected if they do not weigh
‘over 3.5 0z. and the ring to C or C#.

Since Gilbert's sizing msthod shrinks the plates, ther should be cut over
all at least 3 mm wider than final in lower houts, 2 mm wider in upper bouts and 1 1/2
mm too wide in the waist. For the time being, thocedges of the plates are left as a
flat ribbon 11/64 thick ( so the edge can be rounded properly later on) and the ribbon
should be left & full 3/8 inch wide. Tho rest of the plate is then graduated and all
is sized a la Gilbert. The shrunken plates are now clamped on the mold encassd in
the ribs, and the ouline of the plates is drawn outside thc ribs.

Now, digging the arching trough, inscrting the purfling and beading (round-
ing) the edge of vlate will lower weizht of both platcs almoet squally, and it will
alter pitch of plates very little.

Sizing plates adds littls if anything to weight, since it replaces moisture
qontcnt of 10 to even 25 per cent. Sizing may add .13 oz. to top and .08 oz.to back.
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The +op oradusted, polished, ofe sut (except at wingtips), edges trimmed,
wnould weight 2.17 oz. {(If bar is added before applying foundation use waterproof
glue.) The finished bar increases weight of the top +2 o0z.. Varnish will increase
weight of plate «12 oz. and maturing adds another fraction.

Strad playing tops weight 2.40~2.50 oz., back 3.0 oz.

Guar., playing top weight 2.6C 0z., back 3.25 02,
(Either figure .04 oz. more or less)

Sizing a la Gilbsrt increasespitch of” both back and top 2.65 half tones.
The bar will raissc pitch of top about four half tones. If now the top rings to Fi,
to Gff, or even to A, you are lucky. Such a high pitched top can with advantage be
thinned in the center. But remember that freeing the wingtips of the efs after
several months and the maturing itself may lower the pitch another half tone.

With the final pitch of the top known or estimated, proceced to tunc the
back «85 note higher. Use a variabtle pitch pipe for the rough work. Then insert =
55 mm long wedge at the nut under a 1%-inch G-~string which is tuned to the pitch of
a new top being readied.

To mature the plates clamp each plate to a flat surface for 5 to 4 months in
a climats like that on Puget Sound. 3ix to cight weeks should do in Minnesota.

Gilbert did not use a mold but built his ribs dn the back and then sized the
ribs. First he stained the ribs yellow, so that with the size they would be colored
like the top and back which were never stained.

The common practise is to build the ribs on a violin mold. After a rib is
heated and bent, somec makers clamp each rib in an individual rib mold. Such a bent
rib can gasily be stained and sized by Gilbert's.method, and then while still hot be
put back into its mold to prevent warping. The size penctrates the rib rapidly.

At the end of the maturing period the wingtips of tho efs are freed, the
back 1s tuned to .85 note higher than the top if top rings higher than F. Thinning
plate in center lowers tone, thinning plate near edge raises tone.

Better start with a top 7/64 in centsr. This can thsn if necessary be
thinned to 6/64 or every 5/64 if pitch 6f top permits. The pitch interval between
top and back %s mors important than welght.

A top thin in center'is very rosponsive, and in rapid-passages-ths tome is
never scratchy. . i ¢ e ;

Any surface’ worked over' for' tons or weight should be warmed: (not heated)
and hot size daubed on.

0

" GIBBERT'S FOUNDATION g .

~

Soft' resins or gums, as mastic, damar, rosin, Denison's transparent amber
sealing wax, are used for top. Use only sealing wax for' first top. - One part mastic,
two parts sealing wax and two parts resin is a good mixture. For back add to above
gums a harder resin like copal or’ amber. Use no opague gums.

Dissolve gums in a small double¢ boiler in four to five parts oxygenated tuirp-
entine. To prevent fire, the kettle should be only partly filled, the cover should be
within reach, the heat should be cadly turned off. Keep somec large towels in a pail
of water near the door. Each plate nceds a cup (half pint) of the hot "soup".
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Meanwhile heat the plate with dry heat——electric stove, infra-red electric
bulbs, wood drum stove or gas stove covered with sheet iron to exclude the moisture
given off by ths burners. Turn the plate evsry minute or so. The plate is free of
moisture when it turns to an ashe ‘n gray. If the wood turns brown it is too hot. 'The
plate is temporarily handled by a three foot long stick. Each énd of "the plate is
clamped fast to the stick to discourage opening of the center joint. At these two
places ths stick is a full 1 1/4 inchés widé, buf the stretch under the plate is
narrowed down to one-~half inch. Gilbert re~inforced the thin parts of the joint with
crack buttons. Gilbert also lengtkened the handlu of hlS paint brush. ‘Even so, he
often wore glovess

.

. Daub the filler on the wood. The more filler the wood absorbs, the closer
the plate can be brought to the source of heat. The whole process takes about an hour.

_Then when the plate i1s still hot clamp it on a flat surface. A good "surface
plate" is a guitar—shaped board with 3/8 inch holes on its cdge to anchor the clothes
pins that clamp down the violin top or back. Several large augar holes along the
center of the board provide ventilation for inner side of plate.

HUMIDITY AND TEMPERATURE

Wet weather increases weight of a plate and lowers its ting.
Dry weather lightens a plate and raises its ring.

Mark down the humidity (from a hygrometer) and temperature when recording
data on a plate. "y

RAPPING THE PLATES

Many sounds can issus from a plate, depending on how you rap it or bow its
edge. Gilbert claimed his method elicited the lowest tone inherent in the plate. He
held the plate loosely acroess the C's in one hand, and with the narrov end hanging’
down he tapped it 2 1/2 inches from ths end with the pad of a flq?mﬁi

CONVERSION TABLE '

From Gilbert's decimal ounces to grains and grams.

Oz. by tenths Grains Grams Oz, by tenths Grains Grams
l o . o 4, 2.84 _ 6 . . 262.5 17.01
2 o« o 875  5.67 ‘ d s a 306 19.85
o ¥ x = 131 8.51 E: & 350 22.68
Lo .. 175 11434 9 & . 294 25.52
5 & = « 219 14,18 1.0 & = 437.,5 28,35
o .28 2ol o ua 2—-T72 61,53
L4 o, L 17,5 1.13 240 .-y 2--175 68.04
08 « & & 35 : 2.27 -« 2.50 . .3 2~--219 70.88
12 4 & & 92.5 3,41 2.60 . . 2-—263 73471
el 5 & & F5.9 3.69 3, T3 85.05

5025 « ¢ 3--108 92.14
5.5 o 3--219 99.23
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Postscript:

The sécret of an evenly thick 6/64 top is partly to leave its edges thick,
about 1/8 inch.

After 1720 Stradivari arched his backs about 1/8 inch higher than his tops.
It is safe to go even beyond this arching..

The G—string becomes mors musical the fartherepart the bar is from the post.
This is brought .about by spacing the upper circles of efs almost 1 3/L4 inches apart,
a practice followed both by Guadignini and Stradivari in his later years.

It is easy to space the resonance points in a small violin.

—~ Carl Forseth

The following obituary was printed in the Victoria Daily Times Wednesday,
July 14, 1948:

JUSTIN GILBERT
COURT REPORTER
VIOLIN MAKER, DIES

Funeral services were held at Hayward's B.C. Funeral Chapel today for Just-::
Gilber, who was an official court reporter in Victoria for half a century and who
recor ded many of the most famous trials heazd in the city. Mr. Gilbert died in S:.
Joseph's Hospital Sunday at the age of 8l.

Mr. Gilbert was an inventor of note and known throvshout thé world for
violin making. He had been a violin maker for 40 years and was known as one of the
world's three greatest.

He invented the back-spacer on the typewriter and collected royalties on
the patent for many ysars before it became public property. He also invented ons ci
the earliest types of fountain pen, the Gilbert pen, which was in production for csei--
eral years, He dcvised and built a wooden bicycle,which he rode.

A native of Dowds, (southeastern) Iowa, Mr. Gilbert came to Victoria in
1892 and began work as a court reporter, a postion he held until his retirement in 1G+2.
He joined the Rotary Club here in 1916, thres years after 'its formation and played
the violin in the club orchastra, until a faw weeks before his death.

He leaves his wife, Mrs. Esther W. Gilbert, at the family home, %26 Douglas
Street; a daughter, iMiss Justin Gilbert, California; two sons, Walton of New York

and Riley of New Orleans.
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THIS MONTHS AUTOBIOGRAPHY

A Handi=capped Kid by Rev. Geos. R. Wright

It secems that I was cgpecially blessed with a very strong liking for. the
music of all stringed instruments, from my earliest child~hood. Of course the music
of the violin out classed them all.

I was 6 years old when I heard ths first violin played and it seemed to carry
me up into the 2rd heaven. Immediately after that I tried to make a simple violin,
by slitting the skin of a corn stock, and 1ifting it up in 2 or 3 strings, then plac-—
ing a small piece of wood under them near one end, like a bridge. I then made a bow
on.the same idsa and with a bit of rosen I was well away towards becoming a violin
maker. This.simple expsrience, seemed to create in me a strong desire to own and
play the violin: 8o at the age of 12 I ventured to ‘ask my parents, if they would get
me a violins The answer was shocking to me. They said, "No!" "The violin is the
devil's instrument and we don't want you to have anything to do with it."

But the desire remainad, until that desire developed into a determination
to make a violin for myself, for I knew I could lesrn to play it.

. Up fo that time, I had never had one in my hands, and had only ssen one
played, but I hurried to an old catalog and looked at the pictures of violins. I
had to guess at the size because I had no one to help me, however, I got some bits of
wood together and made a start.

I used cedars for the top, poplar for thec back and birch for the neck, I
think I would have been stuck for the ribs, had it not been for an old grape basket.

I weas thrllled as 1 saw it actually taking form under my own hands, and
when finished, I was. .surprised to see it looked so much like a violin, But a great
problem still confronted me, thé strings. "What would I make them from?"

We were pionees in Alberta, and were accustomed to making and mending most
everything, so I remembered the moose sinues we got from the Indians for mending our
mitts and moccasins. So I straightway proceeded to manufacture 4 strings frowm this
moose sinue, and bshold it worked, then the problem of tuning up was solved by the
help of my sistery on the old organ. I then wentto the horse stable where I stayed
till T learned to play, (Hpms Sweet Home). Next morning, I proudly played to the
whole family, =nd all their mouths opened considerably. That was the beginning of
my violin making end playing.

B haﬁé been making violins, as a hobbj, for 6% years and my interest is
stronger now than it ever was. :

In 8ardis, B.C., in 1911, I organized both a brass band and an orchestra
and played in both. And in Abbotsford, B.C. in 1920, I organized a band and an
orchestra, the band after training for 4 years, came into the P.N.E. and took 2nd
prize for the province of B.C:

Twio end a half years ago I orgmizei the Violin Makers of Vancouver into an
dssocietion, A full report of this can bec seen in the Strad Magazine January, 1958.

The more I learn sbout the violin, the more I am convirced it is the King
of Instruments.

Yours for better fiddling.
Rev. Geo. R. Wright.

© 0o 00000 ee 008 e o0aes

Page 12



F . K -
Euncyclopaedic Dietionary
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44 “’The Lanes,” Brighton 1, Sussex, England

"COMMENTS by Carmen White

Just received and read the latest issue of the Journal and want to compli-
ment you for it. I also enjoyed the letter from Mr. Walter Jacklin and glad to note
that he is in general agreement with my ideas; as he is evidently a fine professional
violin maker and knows all about the art.

I would like to comrient on Mr. Sangster'!s article, which I was glad to see
in the April issue. I am in fundamental agreement with him everywhere except about
the varnish. Yet, he may be right. It does seem to me that if the recipswere that
simple; everyone would have "Italian Varnish" everywhere. Surely the Hills would
have it, as theypublished the recipe and the book he got it out of. Has anyone ever
pronounced a Hill violin "Italian" in varnish? Chemical analysis has proved the
presence of iron, aluminum, and metallic substances in the genuine old Italian varnish.
Surely, anyone with an elementary knowledge of chemistry would know that such sub-
stances cannot be put into a varnish by boiling some gum or galipot in linseed oil.
In fact, this Italian uwarnish, yet, such varnished may be, and frequently are good
varnishes. No one considers, for example, that Lupot and Vuillaume failed at varnish
making, but on the other hand, we do not chim for their varnishss the same beautiful
and desirable result that we recognize in the old Cremona varnish. Our friends seem
to think that by advocating an honest trial of Michelman varnish, we are at the same
time condemning known and tried gum—in—oil varnishes, This is not the case. Let us
compare them as scientists and note their differences in a scientific manner. Let us
decide which are most likely to account for all the known variations in the Italian
varnish.

. - - PR —

v <
Mr, Sangster says the old Italians probably did not know anything about P
Potassium carbonate and other chemicals. Perhaps he is right—~—the Apothecaries could
have made the varnish substance. Now, my grandmother died a few years ago in West
Tennessee, and she never knew anything about Potassium carbonate either, but she

made gallons and gallons of lye soap in her lifetime, and she made her lye water by
pouring water through a barrel of strong wood ashes. The chief chemical component

of wood ashes is Potassium carbonate! I have actually made varnish this way; Mre.
Sangster saw it and commented favourably on it, but he did not know that it was made
in this way, because I did not volunteer that inform=tion at the timel But somebody
knew about potassium carbonate in Italy in 1550--they certainly dyed cloth in brill-
iant colors by a dyeing process that involved using a basic indicating dye in a basic
solution-~if cloth could be thus dyed, why not resin? We seem willing enough to
accept any help we may get from Dr. Saunders and his electronic equipment; why not
accept the help offered by elementary chemistry?
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Mr. Sangster gays in his letter, quote, "o, 64 was 2 beautiful golden brown, and
No. 68 was a beautiful dark golden red. So, now you have it from Mr. Sangster him-
self as to his own definitions of the colors he producss by heating his miture of
linseed o0il and resin. You violin maksrs who saw these violins may check youwr mem—
ories for these colors and decide for yourselves whether you saw 2 "beautiful golden
brown"or a "beautiful dary golden re¢d". I have seen and played both of these violins,
and thsy =re cetainly beautiful instruments in every sense of the wood—--that we all
must admit. But I cannot admit that these colors are brown and red by the standards
of the old Italian reds and browns that I have seen——to my unpractised eye, the col-
ors appear more like yellow and dark yellow. So, I leave this matter to those who
have seen the colors and who have a well developsd sense of color.

Letually, this is a small matter and we could both be wrong; certainly
Mr. Sangster has made and is maling some of the finsst new violins I have ever seen
and played on, and I should not be criticizing or disagreeing with him at.-2ll; as I
regard him highly as a personal frisnd and a great violin maker. I always enjoy
playing on his violins and talking to him about violin making.,

To your president, Mr. H.G. Heyworth, thanks for your good message with its
sincerity of purpose for all violin makers. May I say that in my thirty odd years
expericnce with professional musicians, it has been my observation that noneof them
will do other than play your new violins and be "polite" and "damn them with faint
praise". This is a common experience, and it is caused by two conditions, sbout
which none of us can do much. First, professionazl musicizns are taught by their
teachers that 0ld Itslian violins are superior. Zstablished dealers as the Hills and
others carefully nourish this opinion; concert artists use only old Italian violins,
and every protressional orchestra boy wants to be like the concert artist, in fact,
secretly regards himscelf as cuite an artist, and thus he buys himself an. old and
expensive fiddle. Now, we cannot expsct him to come and play on our new violins and
say thst these new violins are as fine as his expensive old violin, no matter what we
may think. It is just a matter of personal nride. Thus, the professional musician
has a stock saying to all of these new violin makers, "This may be good when it is

"played in Tor 25 to 60 years." and that is about all you are going to get! If a new
violin today is to get a hearing and fair test, the maker has to be Italian. He may
live in Canad= or Amsrica, but his nems has to be Italian. Names like Briggs, White
or Smith are not traditionally assocatéd with violin making-—-carpentry, perhaps, but
violin making, never!

Another thing that helps foster this prejudice against new fiddles is that
actually, many of our new fiddles are bad. This ig a condition which we can and
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should remedy, dnd I consider this very matter the highest purpose of the Journal!
Many: of us are making violins and rushing to show them to musicians when neither the
violin or the maker is ready.for such a critical examination; then, when the musician
tells us the obvious truth, which we should have known in the first place, we yéell
"prejudice"! I have been guilty of this, and I am sure many of you have been. '

With kindest personal rsgards, I am,
Carmén White

®© 8 0 0000000 @ b eaaoo0o

THE SAUNDERS GROVE

by The Editor

"It occurs to me that not sufficient has besn writteir about what has now
become known as "The Saundsrs Grove'. E

I have several times mentioned that Dr. Saundors insiste on thin edges
especially in the Top Plate, but up to now I had not known that there was a scienti-
ific reason for the "grove". I quote Dr. Saunders:-

"A sudden change of thickness gives risc o reflecticn of waves so that ~ac
concentrate more on the plate and you get mors tonc."

The correct manner then to execute this grove correst’; is not a gradul.
thinning:-from centre to edge but to hold the thickness fairly well then grove thu

last % inch thus:-. CPi N T
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Graduation at ithe thinncst place should bs not more thav 5,/64%h inch and

the grove should zc¢ % inch wide. The grove sheuld not be mads rouad the end blolke
X E . I : Aot \
or during the length of the inner bouis (esch =ids of "I'" holes).

Dr. Saunders has had the privelsge of testing the gradualion of several "0Ld

‘ecters" and all the best toned Violins he found, had quite thin sdzes. This led him

to investigzte ths parcularity. Jith no suggestion of boasting but msrely to impress
upon me the importance of the 'grove" Dr. Saunder inforus me. Quole:i~

"When "The Stanlev Quartet" ware here % years ago, I had (in ths collszs
collection) two violas that wers cheap and quite alike in the hadness of their tore.
Mr. H. "ditched" one of thess, and I showed the aquartet first the unireated one ~n:
then the other. Their viola man played them snd they were very slow to belisve tha.
the violas had ever been alike.

Mrs. Hutchins ditchzd a 530 cello that came cut of the attic, and was Lhe ~n s
one a cello friend of ours could uss. It was hers already. MAfter the treatment she sais
it was 10,000 times bstter. Later on she was playing in a quartect and =asked one of
the others (who was quite a good judge) how much she might hope to get for it. He
said "at least $1200", and that was not said as a joke. A doctor in Kentucky haé =
child in a school orchestra, and the scheol violins wers quite miscerable, so h=
ditched one himself (hes wes an amateur maker). He likedit so much that he did 19 more.
and wrote me that we had dones more for school orchzstras tha- Strad ever did." End of

Quote. 90060000006 00000000000 P
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NEW ADDITIONS TO VIOLIN LITERATURE

In Europe the centre around which all things relating to the vinlin family
pivot is the well known House of Hill and Sons, Here, in the Nerth American Continent
a House of hardley less distinction is the establishmsnt of William LeWwis & Son
Chicago., Their name has become the symbol of integrity this side of the "water". If
you want the best in materials - instruments -~ bows or accessories,"send to Lewis &
Son" has become a saying. BEvery worthwile "01d Master" violin seems at one time or
another to pass through the Lewis Shops.

For many years their magazine, "Vicline and Violinists" has entered the homes
of thousands of lovers of the instrument,

Enclosed with this issue of the Violin Makers Journal you will find a
circular describing a scries of small boolts now being publiched by Violins and Violin-
ists. These are little masterpieces of their kind.

They are reprints exactly as they appearéd in Violins and Violinists,
articles written by the late Ernest N. Doring, founder of the magazine. While I
cannot be accused of being a traditionalist, I do, however, believe that any maker
"should huve an artisiic and practical knowledge of the "0ld Masters", for it was they
who set that high standard of pcrfection which at hest we can only equal. These
books will certainly create that desirable background.

The two sample books. I have received are, "The Amati Family" and "Matteo
Gofriller of Venice". Both are full of illustrations of all the important instruments
made by these masters. U!leasurements and descriptions of the instrument are also
given as well as a completc history of their lives. 'Written in 2 most entertaining
and informative manner. Lewis and Son have also a book on "The Bow" by Joseph Rozd
also should bs part of any makers Library.

Prices of the series books zare $1.75 each plus 6¢ postage while the price
of the book on bows is $20.0C per volume. Deluxe edition $40.00. This is the last
word in Violin Bow Literature.

® € o e e 000 et 0000 e o

NOTICE

Several subseribers have written in informing us that they did not receive
their May and June issues of the Journal. Should you happen to be one of these
"unfortuates" please advise ug and conies will be sent immediately.

9 0 06 00086000 e e OO ESE

Don't forget the Vancouver Festival starts July 1lth. The . Musical Event
on this Continent this month.
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"What's my trouble, Doc?" asked the patient.

" I'm not sure exactly what's wrong with you," replied the doctor,
"but if you were a violin, you'd bz condemned.
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by The Editor

Our last issue was rather late in going to press and I am afraid this months®
nwght also be somewhat delayed. No apologies as we do our very best. If you badger
me I will just think you are jealous of me and don't want to give me_.any time to
make violins in case mine might be too good - Joke! Just the same one of the last
twd I made did ‘satisfy me considerably. You want to know the method I followed? -0.K.
Here are the details:

Back, one piece Laubi's Swiss Maple. Top, Bob Wallace's redish colored
hlgh altitude spruce, quite wide grain especially at edges. Platés tuned as per- dr.
Scunders: -Top F & G - back Ff. Ribs, 1 3/16 to lé?B%@‘Model Strad. "F" holes wide.,

Finished violin in the white subjected to 6 hours in drying .box at 100°. While still
'ot treated with filler obtained from Lee McNeese, 170 South Tlsdale, Buffalo, Wy.

Filler applied hot, just under boiling point, this went right through
plate in one minute. Violin replaced in drying box and kept there 4 days at 85°%.
Thrse coats of S. Kujawa's varnish appliecd. Kirkwood's Bridge.,

Deductions: I give much credit to Bob Wallace's wonderfully toned top wood,
=% the same time the baunders "system" proved itself. Howecver as this violin is sup-
2rior in tone to what it was "in the white" then the McNeese filler- and Kujawa varnish
trist get special mention.

The othsr violin was treated in the same manner but linseed oil with some
resin and turps was used as filler, then varnished with Michelmans varnish. Tone is
quite good but not as brilliant as "in the white". I put this down to the filler as
*he Mschelman varnish is not "heavy"
clould have been used. Thenagain the tone might take longer to "come back". Mich-
s_man vernish is not hard to make, once you have good ingredients, quite easy to
apply and produces a beautiful finish. Kirlkwood's Bridge will give "new life" to
chy £iddle but thin it down - one third.

AN OUTSTANDING CHARACTER

It has often besn said that kind words should be said while a person is
still alive and not kept till after they leave us. I thereforc take the liberty of
quoting from a lstter just received. This is not the first letter I have received
praising the character of "The finest Gentleman in the violin making profession'.
Leong may he live to receive similar compliments. Quote:

Dagr Mr. Whites

. Hr. Sangster loaned me a back issue of your journal to facilitate my writ-
ing to you. I had seen your journal in his shop, but had never read it before. This
issue had Mr. Snagsters nams in debate in almost every page. I knew his articles had
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appeared in some issues, tut had no idea there had been so much reaction from his
comments.

I like to consider Mr. Sangster a vory good friend of mine. His person is
deceiving. He looks to be under 5C but I believe him to be in his 70's. People who
do not know him psrsonally are missing a very fine experience. Of the many unusual
people I have knommhe is an outstanding person with patience and great personal integ-
rity. Many people in the violin trade mis—-represent fact. He very patiently will ¢
explein any detail in an accurate manner. The: person receiving these words of exper-—
iencs often draws the wrong conclusion or will do something in error by mis—interpret—
ing his instructions. This is always a problem with a master craftsman departing his
information to a person with different experience. 3Some of these comments on his
articles I can certainly rationalize.

I had difficulty in obtaining accurate information to build a violin. ' Most
of the books and patterns are made by violin makers and if you are already skilled in
violin making the miseing information is not critical. On my first violin I used
Joseph Reid's patterms and instructicns which are splendid and reflect an engineers
attention to all of the nscessary details. Thru the past four years I have tried to
record Mr. Sangsters practices, and-invariably when I stray from his ideas I find the
result not satisfying. Hr. Sangster and I have.exchanged much varnish information,
and I have succeeded in locating the raw materials which we use. I own his No.5%
which is the first violin made according to his current method and was his turning

point to great fiddles.
J.B. Erwin, Dallas, Texas

VIOLIN COMPETITIONS:

The Arizona Association of Violin Makers and Musicians will hold a compet—
ition for Hand made violins early this fall. This will be open to all North America
and they expect to have a fine exhibition. For particulars write Bob Wallace, 330
West 8th Street, Tempe, Arizona.

VANCOUVER HOB3Y SHOW:

The Violin Makers Associstion of B.C. have definately decided not to enter
the Hobby Show as a group this year. Individuals however may onter violins on their
own initiative, and we hope members will do so. Makers from distant points may also
enter this competition. For particulars write, Mr. Norman Collingwood, Manger Hobby
Show, Exhibition Park, Vancouver, B.C. The suggestion has bgcen made that the Violin
Makers Association might hold a competition soms time this fall, but no definate
gnnouncement can be made at present. A committes has bceen appointed to investigate
the possibility.

ROELOF WEERTMAN'S BCOK:

ila present the sccond instalment of the hook on Violin Building by Roslaf
Weertmen. This can be removed from the Journal and placed at the end of the first
instalment issued last month.
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The father played possum while his youngéters tried to rouse him from a
Christmas afternnon nap to teke them for a promised walk. Finally, his

'ive~year—old daughter pried open one of his eyelids, peered carefully,
then reportsd, "He's still in there®.
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CHAPTER ONE

Before we can determine how to fashion the different parts of a violin, we
should %now the function and purpose of each one. All the parts such as the scroll,
neck, sides etc. can easily be copied. The soundbox offers more difficulty, besides,
very small changes in archings, thicknesses of wood, effect the tonal quelity out of
proportion to the scale of changes. We will confine our search to the soundbox.

The feeble sounds of the strings to the soundbox, bowed or plucked are
highly amplified thru means of the body or soundbox. As the strings are bowed, they
stretch end deform sideways, the tension changes constantly, resulting in variable
changes in the amount of vpressure that the bridge trensmits to the top or belly of
the violin. The top in turn communicates this pressure and the pressure changes to
the bottom or baclk by means of the sound post.

The top is strong enough to support the weight of a man, if carefully and
evenly spread over its surface, but the downward pressure of the bridge, while not
insignificant can be counter—acted by two fingers under the strings, but still enough.
vibration can be imparted to the top to bring the inside air of the box into violent
smotion. Thus it seems certain that a careful balance must be struck when making
the choice of woods, i1ts archings and thicknesses; somewhat on the order of the choice
~f automobile springs -~ stong enough to support -~ supple enough to provide a cushioned
ride with shock absorbers strong enough to check rebounds but not .so strong as to
hamper spring action. As it took yesrs and ysars to find the propsr baldance and pro-
portions for automobile springs and develop formulae for their future design, so it
. will take at least a few fiddles, before a nice balance bstween design and artistry
71ll create a violin that will sound psrfect. From the above statements it seems
2lear that part of the action in the violin is purely mechanical.

The strings from the saddle at the peg box to the tail piece saddle above
the end pin are forced up by a wedge, commonly known as the "bridge". The top of the
violin then becomes a support for this bridge. However since the sound post connects
the top to the baclk, ths back then helps the top in supporting the bridge. Of course
Ws may ase=ume that the top contributes sayréO % and the back 40% towards the support.
This would be purc guesswork. It would be safer to assume that under a certain pressur-
Jne back would "givae" or deflect just as much as the top would "give" or deflect = 'in
ther words, both top and back share the downward pressurs of the bridge in equal
1ounts.

Coming back to the soundpost, ths question arises, ghould this cylinder of
spruce be wedged tightly or just bazrely so that the bridge pressure keeps it from
falling over? The answor geems obvious. 3Since the top must communicate its vibrations
to the back, both as far as possible be free from strdin, so they can "give their all®
to the demand of the bridge action; we certainly would not want a post so tight, that
the top and back are forced apart, because what would happen? First the bridge would
tend to force ths top down, thus relieving the existing strees in the top somewhat,
but then by forcing ths back down the existing stree therein would be increased even
more and a wholy unbalance zet of forces would be set up; a more or less relaxed top
an overly stressed back, resulting in overall lessened vibrations. Also it can be:
chown that under a civen load condition top and back when properly made will oscillate
or vibrate with the same natural frequency. The higher the load, the less the frequ-
ency, the lowsr the load, ths higher the frequency.

Very much again like the old style automobile that with the driver only
would give a chopny ride, but with several passengers the ride became softer,the
uadulstions slower.
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With a soundpost that is too tight as we have secn due to the bridge load,
the top would become less stressed, hence recponds with a high number of vibrations,
or rather would like to do so. While the extra highly stressed back tends to vibrate
more slowly, but both top and back are forced to vibrate in step with the bridge, so
everything is at loggerheads and thus not help the tone one bit.

~

The Dissertation about the soundpost mekes it clear that the top and back
should work in perfect unison and harmony.

So then when the top is stressed, duc to the pressure of the bridge and we
could measure the amount of deflection of the top under the bridge, we may very well
reason that if we were to place the soundpost, necither tight or loose, the back then
would help support the bridge in equal amounts. Then if top and back each care for
50% of the bridge load, the right foot only, they should deflsct the same amount under
this load. Even if we were to apply half of the bridge load to the back independently
from the load on the top, the deflection must be sams, then the natural vibrations of
the top and back will be identical. The stresses set up in the spruce and maple must
be within safe limits so that-great resilience is maintainzsd and they are equally
strong.

The artist may have a highly developed touch so that by twisting a nearly
finished top or back by grasping diagonally "corners" he may judge the relative "give!
A better way is to take samples of the chosen spruce and maple and subject the samples
to certain tests. The finished top and finished back would have the same properties
and relationships as the tests would indicate.

Proceed to cut the longest bars that can be had from the intended woods,
without cutting the wood (for the fiiddle) too small.,

Accurately dress the samples down, let's say 2 cm wide, 1 cm thick, 25 ca
long, or whatever is convapient. Also make 1 piece any kind of hardwood 2 x 1 x 5 cm.

Proceed to clamp one maple sample down as pver figure l. V;KL“bT
¢ ™ SV
N J\ =55 - : . .T“‘ i/,_,/:
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L , e
[rerci \.,;-.ﬂ«.'if FIG. .

‘ The sample must be poerfectly horizontal. After the weight has been hung
as shown, measure the sag or deflection of the sample very carefully. Remove maple
sample.

Now weigh the samples. The maple sample may weight perhaps 1.2 as much as
thc spruce.

i Now rut the spruce sample in the test stand. Using the same weight, again
measure the deflection. Should this deflection be less than with the maple, plane

the spruce down a very littls bit, to perhaps 9%-mm and test again, repeat if nseded
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until the maple and spruce samples sxhibit the same deflection. Supposing then_ that
the finished spruce sample measures 9 mm thick- end the maple sample 10 mm thick. Then
the final finished maple back and the spruce top retain the same reletionship for
instance if the top were to be 3 mm thick or one third of 9 mm, then the.back must be
held to one third of 10 mm or 3 1/3 mm thickness.

Assuming that the maple weight 1.2 times as much as spruce when all dimen—
sions are alike, we now proceed to fashion the top and back, but finish- the outside
only. As vie go along, we balance th: top and back on a knife edge in way of the
bridge. ‘hen done and complstely finished on the outgide the back must weight in our
particular case 1.2 times as the top and both top and back must neatly balance on a
knife edge, held at richt angles to the lengthwise cen%ter lins, the knife edge being
in line with the bridge or just barely in front of it.

] : L
Now we are ready to chop out and finish the inside of top ard back.

In the neighborhcrd of the bridge area in our partlcular violin the back
is about 11% thicker than the top (top % mm, Back 3 1/3 mm ) If the thicknesses were
all over 11% thicker the finished back should weigh 1.2 plus 11% as much as the top.
However as we make the wood gradually thinner towards the sides or edges end the top
and the back are practically of the same thickness around the @dges then in our case
we may have a top that has a maximum thickness of 3 mm diminishing gradually to 13 mm
towards the edges and the back would then heve a thickness ranging from 3 1/3 to lémm.
The difference in the former being 3 = l or l and for the latter % 1/3 - l-or i )/6
1 5/6 + L w 11 & 9, The volume total then would be' 29 + 27 ( (3 1/3 & ll) + 2 X area)
+ ( (3¢ 11) - 2 X areal) = 29 4 27, Then the final finished weight would be, in our
—5h
~ S S VAN 14 -

! ' \.___,_,5}/

— \.-”7
f‘l... ii i
/-

particlar case, 29 + 27 x 1.2 - say 1.5 more for the maple than for the spruce. Should
the spruce top finish to a weight of say 60 grams — the back would weight say 80 grams
(making allowance for the neck extension.

In all cases again the top and the back must balance as before. Of course,
no two pieces of wood are alike and the relationship mey easily go as far as l% to 1
and as low as 1.2 to 1.

It 21so must be held in mind that exceedingly small differences in thicknesses
exhibit out of proportion results. Supposing that the back in our case was made 10%
too thick 3.7 mm instead of 3 1/3% mm (or say about 1/64th inch), its resistance against
deflection would havs increassd about 27% (to the square of ratio of thickness 3. 72 4

5 1/52>

Thus it is clear that no one should fool around and re~graduate fine old
flddles, unless both back and top are removed and first are subjectsd to very careful
flexure tests.

{ Thus it also is clear why the strads sound better than even the finest copies,
unless the latter should be really "designed" as well as copied. Since only a fraction
of a small error has disastrous results. On top of this it ies exceedingly important
that the archings chosen match the partlculﬂr characteristics of the chosen woods.
However that domain becomes under the "art department" and fall somewhat outside of the
gcope of this treatise.

{ DR R R R S R I P S )
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EDITO&’SﬁﬁOTE‘A TO CHAPTER I:

The mathematics envolved at the latter part of this chépter are not too
important to the average malker, who may not be too familier with formulas. Other
makers too, may desire to carry thickness of ths plates well to the outside which
would upset ths figures presented.

It is, however, of the utmost importance that both plates when completed
retain the same relationship as those which were arrived at by the bending test
carried out before commencement of building which in the case of this particular
violin involved, were 60 gramsfor top a2nd 8® grams for back., In other words the top
when completed is 1/3 lighter than back. It might be well to illustrate other
figures so as to familiarizs the "layumen" with the procedure.

I will use the authors words but substitue different figuress

"Supposing then that the finished spruce =mmple measures 7 mm thick and the
maple sample 8 mm thick. Then the finsl finished maple back and the spruce top retain
the same relationship. :

If the top were to be 5 mm thick or 5/7 of 7 mm then therhéék mu~. be held
%0 5/7 or 8 mm or 3 5/7 mm thickness.

Should the top when finished weigh 64 rems +hen the back must weigh
64 L 3/7 of 64, (3/7 x 64/1 = 19/ 1 = 27 5/7) 6h + 27 3/7 = 91 3/7 gram.

) Finish the top, then, to desired thickness, weight it, then make back 3/7
more in weight, plus a little more for neck extention.

Any mistakes occuring in Editors notes arc not to be attributed to the
Author of this book.

Don White
Editor.



CHAPTER TT

Up to now all of our observations and deductions have been gleaned from the
action and aim of the "sound post" so aptly named "L'ane® or "The Soul" by the French.

A nearly as important a rols is playsd by the bass bar, that is glued under
the top, parall:l to the G. String. ’

he sound post 1is just behind the riecht foot of the brides and the bass bar
s

that runs under the left foots, The right foot of the bridgs exerts a pressure of
about 420C grems on the top. The top and bacl cach then carry one half or 2100 grams

of this load.

The left bears down with a2 maenitu’s of 3250 grams. By rights it seems that
the top should carry no more than at the mos: 2100 or perhavs 1600 grams and some help
gshould come from somewhere clss. We do not want to thicken the top, but we still want
no more strain gn the top in way of %the left foot of the bridgs than in way of the right
foot of the bridge.

Now if we were to force and glue under the tov in way of “he bridge a narrow
desp beam - more strongly archsd lengthwise than.tihe inside of the top — this beam
would force the arching of the top ur a little bit. Now if we apvly the load of the
tridge, the ton would come down again and be in a reslaxed vosition, ready to respond
to the minutest chanvecs of wibration of the bridze. The bacgs bar howsver is even mors
stresscd than it was, when just glusd against the top, so any downward action of the
top msets an immediate ovvosition and reaction. The purpose of the Base bar is a
multiple one, as it also causes & "pre—stressing” of the top. A method often employed
in engineering under certain conditio-ns, where higher loads can successfully be borne
while cmploying less materials.

UWhen wroperly made and installed a delicate balance hetween bass bar - top
ard bridge can be struck so-that a bowed "G" or "D" string will sound and resonate long
after the bow has been remcoved. A good average for the bar is to have the ends 2 to
5 mm free from the top befors gluélng in. '

Due to the comvlex inside contour it would be exceedingly difficult to design
an cxact bass bar, but in later chapters a method of avvroach will be shown. Again;
an artist with a well dsveloped ssnse and fsel for wood will install Jjust the right
bar anyway. But it is nice to philosophise and find at least partial answers, further
studies ars indicated.

9 ¢ 9809808 398030100 e06 8008
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CHAPT®R TTT

Up tn vnow we have discussad.reletive conditions of tor 2nd hack and the rsaczons
why. WNow if we examine the shape and outline of an instrument, we find that the bridge
lies well below the middle of the bhodv or sound bhox.

Then slso the inside sirmass is being excitzd by the schtion of the bridgs
the center of percussion. In a well balanced bhody the center of percussion is located
right on the balance point and as shown in a wrevious chapter we balanced the top and
back on the knife edze, in line with the bridge location.

Imagine that our shovlder is vhere the ton suprorts the brid=e and that the
top is replaced by a long pole or voke — one end lonwer then the other. From the long
end suspend a weizht — such as a partially filled bucket of water; thsn to counter
balance it, suspend a full buckst of water from the short of ihe pole. Bhift the pole
if necesrary to malte it lie horizontal, e will then see that the partially full pail
bears the same proportional realtionship to the full pail as the short end of the pole
does to the long end. Thus we get the same answer,

Sr <11l Bucket times long pole equal as

is Large Bucket times short ___ pole

Surpose the large bucket weighe 10 rounds and the short end of the pole is
5 feet then 10 x 5 cauals 5C. BSuppose then that the long end of the role is 12% feet
long, the small bucket will weigh 4 pounds as 4 x 124 is also 5C. In “he same manner,
is the part above the bridge long but narrow and the part undsr the tailpisce short
but broad.

Now if we walk with this loaded pole over our shoullbr, we will havs to
regulate our step in time with the up and down and elso vswinging motion of the bucksts
or pails of water, not faster nor slower than the natur°1 rhythm of the loadsd vole,
we do not want to "zag" when th: vole wants to "zig". In a similar manner should the
top and the back and the airmass in the soundbox oscillate and vibrate in the pericd
that the hridge action demands, The difference is however, with the yolke, it is we
Wwho must altar the step to suit. Uith the fiddle the sten or pace 1s set by the hridee
and we will regulate the top and back thicknesses and archings to khring harmony. ot
easily done, bul since We may perhaps copy an existing cood fiddle, ws would come very
clofe to being right to start with.

In the begilaning of this chaotser we mentionsd the conter of gravity or center
of percursgion. lie realime that this should hs where the hridee is located. But would
like to make sure of this assumption. So let s nroceed to maze a cardboard outline
of a vinlin. Anywhere neer the edee plerce z hole and string a thread thru the hole.
Suspend the form or cutline from this thrsad, with a vlumn hob and line as a guide,
draw a verfical line on the form down from ths vin hole susvension. Repeat this oper-
ation once mors, but from anothar vinhole. The two vertical linees thus drawn will
cross at the center of percussion,

See Fiovve III A & B

It will be found +that ths knifs edez balance point and the cardboard pinhole
method will all give the sams results Since howevar ths sides of a fiddle generally
are a little bit lower near the neck tban near th2 tailniece, the center of percussion
of the air mess in the sourd box 1s actually nearer the sound post location. While we
of courze cannot make 2 nicce of air and shape it like the inside of the violin sound
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HAPTER IV

Very much of the miality of the tone devronds on the srchings ﬁmnloyed. The
closes attention to detsils of workmanchin - oradustions — weight balance =nd distri-
bution can he nullified by poor architecture. Archines mnc+ s even aﬂd mﬁllow. devoid |
of reverse curves — cupid bows, except near ths very edgs. The inside archings must '
be parabolic in charactsr or nesar hyperbolic, in svery case clear to the inside edgz,

The outside archinge are a little more sirongly curved, since the wood is
thicker in the cent :r than near the s s. Since ths edges have 2 thickness of about
5 mm - thc outside arching has %o riss and causss a slight trough all around or re
Verse curvac.

4

For a mors vowerful tone the arching mev. bs = bit flatter than sn arching
for a warmsr and somsvhet softer tone the archings should have the game family of
curves in any direction as scen when throwing = shadow across the instrument -~ using
a strong light and a straicht edegs. Any other curves may rosult in instruments haviug
plercing high notes and dull and colorless low notes. The cnly curves to be used are

well worth studing in the fine old Italians or their hest followers.

We may exveriment with archings and the corresponding thicknssses in search

for the psrfect coubhination apparently Torevecr. ILIven Stradivari alweys tried asomethin
elee with =zach fiddle he built.

All above writings show that good fiddles can be mads without the slightsal
reference to mathbmw* tcs but not without soms research and vreliminzry investigatiorn.

For thoe who have a yen for mathematics and mechanics ths following atferzt:
for a slichtly more scientific approach may be of interest and even the readsrs vith
absolutely no methematical training should do well to attempt and try to follow v
journey thmu the land of fiddles - =zccoustics — mechanics and phyolcso'“It ig really
not difficult and it is fascinating to know that a kinshir exists bsiween art and
science., ‘
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