REF

e B e a3 O S B 0 S 03 BB e b G 2 D PR d B o PR PR B

EaEAndnang
o

Che
Violin Makers’ Journal

BB DA

S

W 5

THE OFFICIAL MONTHLY PUBLICATION OF
THE VIOLIN MAKERS ASSOCIATION OF BRITISH COLUMBIA

B D TR B B IEra o B B B D Bt Ena et o e 1t D

Devoted to the development and encouragement of the art of violin making

in Canada.

S

e S P B £ G G P PO PR P B T B EA P






THE VIQLIN BAKCRS JOURNAL

PUBLISHED MONTHLY BY THE Y(OLIN MAKERS ASSOSIATION OF 8.¢C

Officers of the Assaciation:

President: Mr. Gilson Heyworth, 16B3 Renfrew St.

View Presfdent: Mr. Harold Briggs, 13367 North Bluff Rd. White Rock B.C.
Treasurar: Mr. Floyd Hotly, 2636 W. Bth Ava.

Secratary: Mr. Don White, 4631 W. 14th Ave.

Meolings held the second Saturday of sach month at ‘éﬁb‘laln St.
ECITOR: NON WHITE ’

The Violin Makers Journal is published at 4631 :es® 1l4th Avenue,
Vancouver, B.C., Canada, by The Violin Makers Associadion uf Brit-
ish Conlumbia. Subscription price $%.00 per year. Address all
communications te The Editor, Don lhite, 4651 Yest. 14th Avenue.

Vlo ') eteoeve ¥ :
ole35,.NoJb . € et heceeeeateaitetaterteacteraasasestscassassssassasnssFebruary, 1960

EDITORIAL

Tn our last issue The Rev. Geo. Wright made the suggesbion that we establish
s North American Violin Maker's Seclety.

} ~This suggestion deserves our very careful considerastion, but is gomething
which should be well thought out before taking any definate steps.

Certainly an organization of this nature would in many ways be most desir- -
able. Rules for Violin iakers competitlons might be drawn up as a-basis for the Jjudg~
ing of instruments. Such an association micht even itself conduct an Intérnational -
or even a worll wide contest. : ' =

'

, The value of a Continental Association to direct the musical minded publie
towards new instruments and bresk down the well 'mown prejudice, .now everywhere oxhib-
fted, cannot be denied, '

: ‘As to the exchsnge of ideas, methods and proceedure, this too is important
and was the main thought prevalent in our winds when The Violin Makers Journal was
created. e believe this ideal.is being cerried out in & -satisfactory manner. Never—
theless a larger magazine controlled by Wakers all over this continent might do even
better work in this direction.

We would ask you to consider the above thoughts very carefully. There is
certainly no harm in thinkine and planning for the future.

_ There is no viriue in the sweat
. of the brow

It's the size of the crop that

matters.
sesesvs.Henry Ford

ees e s
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A FEYW THOUGHTS O THREZ E3SSENTIALS FOR THE FIDDLE

by William Hall
Listowel, Ontario

In over thirty years of experience in repairing and adjusting violins of all
kinds, I have found the most cormon faults of ownership to be a total lack of knowledge
of the functions of bridpge, sound post, and the strings. The bridge iswually too
thick, and not fitted correctly at the feet, so that they don't conform to the arching
cf the plates The curvature of the top not correct, strings either too high or too low,
in clearing the finger hoard.

Next comes the =zoundpust, this wistreated, misunderstood, little piece of wood,
had it a voice what tales it could tell! No understanding whatever of its vital role
in controling the voice of the vinlin. It 1is generally found in the wrong place, wed—
ged in like a gatepost, or so thin in diameter its influence is almost nil, sometimes
it is the wrong kind of wood. I've even f-und the stom of a child's sucker doing duty «

Then the strinee, the hane of playecrsy how little attent;on are given to these
by some otiners, who boast, "they've been on for a couple of years", I usually reply to
this boastfulness, that'!s pretty good soing, if your careful they'll maybe serve your
granddhlldren.‘ The “type of strinrs I refer to is the thin wire A with-its pfercing
tone, mated to either a thick ~ut D, or a heavy wire one, that onlyv a rosin saturated
bow will cause to vibrate a buzz saw tone. Then there is lastly the clothes~line G.
Jowl what a string, the onlj thing it produces is calluseQ. The fact such merchandise
is in ube is a reflecfion on the manufacturcr:’ - Lo

Little attention is given to these 1fens in v1011n magazines. So startlng
with the bridge, one should understand its role from a- ‘seientific aspect, which is: to
convey the vibrations excited by the bow over the whole ins:rument. This is done »rin-
cipally through the medium of the bass bar, and the sound post. If neither of these
two elements is correctly placed, the tone of the 1nqtruments supfera.- The bridee
conveys its 'impulses or vibrations throuch the foot of the brid-e that rests upon -the
bass bur, (assumlng it is correctly placed) the other Toot of the bridgse is rendered
rigid by the sound post, connectine with the back. The correct placement of this is
conceded to be in a line with the root oi bridge, hehind it the distance of' the thick-~
ness of the top plat e. The pressure of the strinos, particularly the A and E, keep
this foot ina state of rigidity, thus allovinz the other foot to become the mediimi of
delivering the vibrations excited by the how, to the bhass-bar, thence over the uhole
body of the violin. One should understznd this is a molecular motion, or movements
much the sane as an elﬁc tri¢ current, sets ‘all the molecules in a wire in motion. So
the importance of having a brid~e so fitted that it becoies an intepral part of the
1nstruﬂcnt should require a lot of thou¢ht, as it 1s part o? the vibratory system. It
takes a lot of experience to be able to select the richt kind of w-od in a bridre to
suit a particular violin, if it should be old and sensitive. '

The strines next renu1re attention, as their movements under the bow should
be understood. 3o taking théir movements as Crom left, to richt, and lengthwise, (their
frequency being doubled) one can unierctqnd this relationship to tone, as the infites~
imal motions of the strings have a corresponding influence on the bridese, so that both
should act as one unit. Now coming to the sound post the delight of tinkeres, the corie
ect placing of this shows how important this detail is, and why it should only be under-
taken by one who understands its role. Itshould be perfectly shaped, so that it slides
into place without pressure, and great care ta'zen that edcec of F hole, 1s not marred
when fitting the post. The approx1m&te length of the post can he determined by shaping
the and of a length of post wood, and inserting it in the top hole of F, and putting =
pencil mark on the inside of top on it. "Then deduct the thickness of top from this, and
cut .to conform with top inside. iflake trial fitting, using this as pattern for permanent
one, slightly wet ends when trirming.
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As a final test for eveness of tone on all strines: place second finger on
harmonie on each string in third position, and test other string with same harmonic,
but in a 4th, finger extension. When these notes have the same intensity, you have

d rood b.
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The kend remains in ®rd position 4th finger is an extension.

Bach two notes should produce the same volume of tone. Vizj; If harmonic on
G string is louder than harmonic on D string, 4th fingrer. The post should be shifted
slightly toward E string side, tho least shade. If the E harmonic on A string is
louder than the 4th finrer harmonic on the E string, again the post is shifted a shade
toward E string., (N.3. The post must always remain upright, which can te seen through
tailpin hole.)

It is understood a person should have a zood ®*ear" for these tests and should
not spend a lot of time on them as the ""ear" gets tired. It shall be found, if the
post 1is placed correctly first of all, with bridre and strings in place very little
adjustment is required. The bridge sits opposite the nick in E side F.

Asked vhy he was worrying, a man said "nothing".
His friend aslked, "ihy worry then?"

"Wouldn't you worry about nothing if that was
what you had in the bank™, was the reply.

Only one good thing about these peyola revelations.
It's comforting to think that skullduggery, and not
public taste, out many of the "hit parade" records

where they are.

.sOttawa Citizen
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HIGH ALTITUDE ARIZONA | | OLD ITALIAN
AGED TOP WOOD . CEMONA VARNISH FOR VIOLINS

FILLERS FOR TONE.
Reddish Brown or Clear White
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WHAT HAKES A GO0 "V 7OLIN VARNISH
by Carmen White

Modern violin makere seem to h~ve no difficulty in meking a violin in the
white which will equnl, if not actu~lly surpass, the workmanship of the old Itali=n
masterss, Wi.h proper treatment of the wood, n modern maker may =actually approach the
tone of the old It=limn masters. However, in the matter of wv= raiching and finishing
the violin, there «ppears a zre~at diference between the modern wurks and those of the
Italinn and French masterc. .hy this difference?

Let us discuss this 4ifference. Je should s~y "these differences" ns the
old Ttalian varnish has m~ny points of superiority over the avernge modern violin
varnish. First, there is the matter of color. The old violins are found in brilliant
golden yellows, golden reds, red-browns, clear brewns, and orange colors. Thesc colors
are perfectly transparent and the wood 2ctually appears to be under aolored glasz, On
the oth- r hand, the modern works, including many old French and German works, are
limited in color, or else, they are glarish and offensive. dhere the old Italian is a
clear blood—red over 2 brilliant sub—~varnish of brilliant golden yellow, the modern

~will exhibit a glarish and offensive imitation of red which looks like a red frou =a
ball of penny candy. Yet of the modern~ -lin makers seeu to be limited to yellows
and yellow browns, with few reds at all, and when a red is used, it 1s shallow and
.'glaring in appearance. The golden—racd of the frmous Italians seems unknown among
modern viclin makers.,

~ Next, there is the matter of permanence. The old Italian varnish has wgath-
ered the storms of concert halls, orchestras, monasteries, and studios for more tion

©.2GT years. OConsider any modern varnish in this same situction. Look a% any antigue
piece of furniture you have in ycur home. Doesn't it need refinishing? It is per‘r
107 years old. Look at your old uprisht piano, 4C to 5C years old." What a finish i
How long will these lacquers las% which today we ~re putting on our furniture. .
pianos? And if they would last, what would they do to the tone of a fine violin? T3
is seldom tha’ any piece of finished wood is found that is decent in, appearance =fer
©10C years, yet, these old violine are beautiful and lively in appearance after mere
than 200 yeare of handline and use. How long vill a gum—in-o0il varnish last? Can e
point to one which has lasted more than 200 years?

Ag“ln, there is the matter of appearance itself. The old Italian varnish
'looks "nlive It glows, it shines, il is brilli-nt! It looks beautiful from the
audience whan seen under lizhts on the stace, while wmost medern varnishes merely leock
shiny! Most of the French and German vernishes look dry and liZeless. ‘hen shined wi*h
polishes ~nd =2 little alcchol, they appear brilliant for an hour or so, then go back %o
that dry, lifeless appearance again. The Itelian varnish does not'need much pollishing;
its brillisnce will be ssen with marely rubbine with the hand or w1th a sof't cloth,
even without polich or wax.

' Next, thsre is the ef”ect on tone. This is noct important of all,. - There is
no need Lo discuss the ef“sct of tha 0ld Itrlian varnish on tone; we all know it co well.
"However, on old Italian violine ™=ve the vornish has worn ¢?f, the tone still uppcars
fine, and on the basis of this =ituaticn, many modern makers =and writers =2ssert that
varnish has little if 2ny eff¥sct on tone. Nothing could »e further ~“rom the truth. The
situation descriied ahove vroves only that the “worn off varnish of the Italian master
did not injure the tone of the violin. ‘“Would anyone assert that a varnish which .does
.~ not injure the tone has no effect on tone? Most of our modern varnishes actually inin=-
the tone of our violins., Many have compleined that their violins sounded fine in the
vhite, but poor with varnish. Most mo'srn varnishes are fossil gum—~in—-oil varnishes,
and are much too heavy in actuzl weicht for violin varnishing. Spirit varnishes appcor
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dry and lifeless, and even if not, they do not promise nermanence of 200 years, as do
the better oil type varnishes. So, a violin varnish must be licht in weight and it must
not injure the tone of the violin while adding beauty, perminence and transparency to
the work.

To sum up the requirement.s, then, it would appear that a violin wvarnish must
be permanent, soft in texture, trensparent as glass, highly colored with
colors, (not merely yellow and yellow brown, as many modern varnishes are), it must
not injure the tone in any way, it must stand handling, wear, and daily use and retain
its brilliance and lively appearance so that it enhances the work and inspires all
those who look at it to n realization that here indeed is a work of =art!

It would seem thet with all our modern chemis=iry, our immence knowledge of
science, and our burning desire to equal the old masters, such a varnish would have
been found vears ago. Iliany have claimed to h-ve found it, but their.claims dissolved
in smoke upon comparing their varnishes with the real old Italian varnish. Joseph
Michelman of Cincin«tti, Ohio, is ths only modern chemi~t who has applied himself and
his talents to this situztion. He has produced a vernish which appsars to meet all the
requirements mentioned above except that of permmnence. On this point, we will not live
to speak with authority; however, specimens ten ye=rs old show no deterioration of any
kind, and the tone remzins as fine as ever. It is the writers opinion after having
used about everything under the label of "vinlin varnish" that M;chelman has made a real
contribution to the lost art of violin varnishing and varnish making. Too many of our
modern makers want something in a bottle which can be opened and put on the violin,
which dries quickly, and which is romebody's "secret" formula =nd which is supposed to
produce the "old Italian tone".

I£ one studies the climate of France, Germany, and Zncland, he can see why
the old Italian varnish was abandoned in those countries, even if it were known, which
many think it was. I neglected to stote above that the old Italian varnish must be pre-
pared from plain and simple materials, without extensive eauipment and without technical
knowledge and skill. Michelman's varnish satisfies these requiremen:s, It accounts
for all the variations of the Italian varnishes, such as the harder Venetian and Nea-
puvlitan varnishes as contrasted with the soter varnishes of Cremona.. It also accounts
for the earlier Italian browns and blacks, such as the early da 5alo and ringecini viol-
ins., The Ffrench and German masters must have needed = varnish which would dry quickly
and which would be made quickly and without much trouble. A large pot of it could bhe
made up and kept indefinitely and used as needed. #4chelman's varnish cannot be thus
made or used. Since no two of thz vinlins of Otradivarius appear exactly alike, it
would seem that he must have made his varnish individually for each violin. This is .
certainly not the case with Vuillaume, or with any other German or French maker——their
varnishes on specimens of the same period or year appear so siunilar th-ot one could say
that the varnish cams out of the same pot, bottle, or jar. This is the case with too
many ‘nodern violins-=—-they all look alike. The Old Italian violins appear like oil pain-
tings——even when done by the same master the result is not exactly the same; there is
an individwality which proclaims itself in every one.

Vuillaume and the other french masters were probably thinking that they had a
better varnish than Stradivarius when theyfound that a gum—in—o0il varnish could be made
from mastic, copal, dragon's blood, gambouge, and linseed oil, as described by Heron~
Allen, taken from Charot, and in turn, probably from .iailand or some early French writer,
These copyists have done much to spoil violin varnishes with “hese "recipes". Of course
these varnishes dry quickly, they look nice for a while at least, and when expertly pre—
pared, they look fine for many years-—but no one has asserted that they are equal to the
. old Italian varnishes in tone or apvearance. iho, for exan ple would -want to duplicate
them if “e could duplicate the 0ld Italian varnish of Stradivarius, Serafin, or.Peter
Guarnarius? These old French (and later, inclish) varnishes were msrely the product of
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their times and of the desires for somethine cuick and easy for comuercial work, and
also for the demands of the climate of northern Europe, which furnishes very little of
the needed sunshine for drying a ilichelman tvpe varnish. Most modern English writers,

" that is, those since 1830, usually say the varnish of Cremona is given up as a "lost
art" and dhen end by saying that "so and so has found the secrzt and has it for sale in
bottles at so much per bottle--wrliic today." This is the kind of nonsense which has
closed the door on proper scientific research and study of the »ld Italian varnishes
Michelman has led the way in this research and has made available for us all the lnow-~
ledge of a process of duplicating the finest old Itali=n varnishes in any of the violin
colors. If any other modern master has a better product, he should make it available
to us so it may be used——so far, the writer has not 7nund one, and he has tried every-—
thing.

LETTER FROM ROBERT COTTON, Cherryvale, Kansas
Dear Ten:

Happy New Year to you and yomrs, also to all the other officers and members
of the association.

I enjoy every copy of the Journal, and each time I get a copy I read it
through and then get out my compl:te file of them from Ngvember, 1958 and re—read the
complete bunch of them and enjoy them all over again,

- You spoke of Dragon—38kin steel sandpaper in one issue, I have been using it
for about 6 months and find it can be purchased in sheets 6" x 12", It can be cut
with tin snips and rolled around a large dowel rod and does a wonderful job in shaping
the maple backs. I am going to make a rotary sander using Dragon Skin and try it out,
I'll 1et you know how it turns nut(that is if it doesn't fly to pieces).

SOME SUGGESTIONS by Jendell Prait

As an amateur maker constructing my first real violin after. about %0 years of
studying th~ subject and corresponding with other amateurs and makers I have a couple
. of ideas that might be of 1ntereqt to others more experienced.

First I have started out using a piece of sponge rubber about 4" x 18" x-12"
for a cushion for the plstes when carving the inside instead of a small pillow, pad of
clothes or a special form as indicated in most books. I have also found it useful in
the final sanding and scraping of the outside of the plates as it will hold the plate
Bo that both hands can he used in shaping and also for a rest when finishéng the carv-
ing of the neck.

Secondly I have used 1/16" plexiglas for templates rather than the usual zinc
or brass. It 1is easy to saw, file, or sand and can easily be marked with ink and a
- 1light coatiny of clear fingernail polish over the ink will keep it in sood condition for
a2’ lot of hard usuage. It is very good for the long arching template as it doesn't bend
or get dented. Paper can be glued to it with rubber cement and
be readily scratched for marking.

t®POCO2a0 0G0
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ANSWER TO KRISTIAN SKOU
By 4.G.Hall, Listowell

Regarding the use of words in English usuage for Pine, and Spruce, Kristian
Skou brings up an interesting subject, though he appears to be a little mixed up him—
gelf. In the Tirst place no confusion would arise if Latin names were used, as it is
a recognised universal scientific language, used in horticulture, and medicine, when
one wWants to ret to the root of things,

I sugrest Mr. Stcu errs in translating the German word "Haselfichte" as Hezsl
"Spruce". According to the German ‘iriters Abels and Niederheitmann, it is referred to
as Hazelpine, whicn supplied -stainer, and to some extent the Cremonese, Also, it is
referred to by Otto lockel, as the wood uced by 3tradivari in a 1693 vioIlin, and found
in the famous violin of Paginnini, made by dsl Jesu Guarneri, and known as the "Canon"
This wood 1is describec as being of a wavy grain, and not a sub-—species, but of three
varieties. I have seen several viclins {Italian) with this %ind of wood, one in pert—
icular looked as if a epider had woven the grain, but in each case the tone had a lovely
Oboe like Aquality,

" Perhaps, what ir. Skou hac in mind vhen writing his article, was the general
terms used around lumheryarid:; without regards to the correct names of species, Surely
though, one seexing good wviolin wood, should have an understanding of the kind of wood
souwht, and would croose a limher yard as the last place to £ind it, if he even had the
slightest knowledge cf how I* is selected in European forests, for wusical instruments,
There experts are - ployzd to marg the trees that are healthy, and have reached maturity
8o they can Le fellied in the prope:r reason, when the sap is in the roots. Then comes
the peeling of the lowg; ard cutting, or splitiing into suitable lengths for air-season-
ing storage. Exper*s agais grading the pieces according to figure, and quality. Pro-
fessional violin makers are most particular in selecting the wood they use. It is not
a hit or miss method. Through the music—supply houses, who have expert agents to select
their purchaszs, the bhest JLOl.h wood reaches us “rom these sources, irrespective of
whare we live. Coupare this vith the tyro who haunts the lumber yards, looking for
scmething he ows nothine sbont, except it has to have a nice straight grein, and a
ring to it when Lapp=d.

: The Canadian Fore«t service, which 1s one of tre finest in the world, lists
thlrtv five species - softwoods (oon;fe“s) found in Canada. Of these very few are
listed for musissl instruients, and are as follows: +hite pine - Pinus strobus. ‘est-
ern pine —~ Pinus lon%icolc, Spruce — ihite; Picea glauca, Black; Pieea marisna. Eng-
elman Spruce - Picea Engelraunie. Red Spruce — Picsa Rubens. B8itka - Sitchensis. For
‘pine, only two out of five varietiec are mentioned as suitable for musical instruments,
namely @itz Pinc — Pinus Strobus. Yestern Pine — Pinus Monticolc.: Of the true firs;
.four in number, not onc is mention=d suitnble; named Ables. I venture to say anyone
taking the above iists Lo lumber yards, with the object of securing violin wood,. would
meet with dicappointment. Bubl T feel certain the 3itke Spruce would be on the lists of
.music supply houses, which would he the proper place to find the correct kind. The
others mentioned are ucad for piasno sgound boarde, and organ pipes.

I have seen and tried iany violins made with our native wood, and of géod
workmenship, but not one of then would bear comparison in tone quality, with European
wood instruments. Some of the native cedar wood used, had a lovely appearance, with
perfectly straight gre.n, and was taken out of old log cabins that were over a hundred
years old, but it was nct tone weod, It was named as Eastern ‘thite Cedar - Thuja
Occidentalis, not one of ths cedars 1s mentioned by the Forest Service as being instru-
ment wood, yet I have seen it hi~zhly recoamended in Vioin Journals.,

960K 0 GO0 0
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DETAILS O¥ A "SPINE TESTER"

by Norman iiller
Queansland, Australia

The articles in Jeertman's book are very interesting. I use.a method of ny
cvn for determining elasticity of p*ne and maple strips to determine the resultent -
thickness of the plate. Some years ago I was actively interested im Archery, making
my own arrows etc. It is necessary-for each arrow to match exactly in. elasticity and
bendability to eech other of a seu, and to determine this we have a gadget called a-
"Spine Tester"., I am using such a thing to test elasticity in viclin wood and to bal-
ance the relationship of pine to maple for melative thickness. Here is a description

Two supnorts; one at each end of a bace. . Cnc support movable from sey 14"
to 18". On thesc supports rest the pisce of violin wood. In the centre of the baure
is an upright block as =« pives post which has a pointer pivoted through it. This pasint--
er has two steel pins, ore of which .rests oa the pleces of violin wood to be testec:
The pointer elcwe in hyii ~cia of an inch on an extendcd ecale the amount of bend in. the
violin wood, which has a weight of two pounds hung on tis centre, The scale is a riece
of wcod or stout card cut to the arc that the pointer will traverss and warked in hun-
egs of an inch. To graduate the ecale correctly uze a micrometer. Tura the micro-
meter scrov out to the laed graduation end.clamp i rositimn: o thot the ;aﬂe of the
sorevw just touches the ghafc of wornd. ghhluh is )/létq of en.ireh couare.) ard vhich
is placed on the surports. The ssrew is at the placc where you will place the weirks,
abcut the centre of the shaft, Az you twrn the micronster screw down the shalt )
tend under it and the pointer will £ollow <he chafti off wood down. ¥Fark the starting
‘p01nt of the pulnter on the secale, 2 merk et svery L/200th will he more then fins
. enough for uc e. My polater is 20 inches long and 1/100th reads as. & f£ifth oa the Lacals
below is a drawing.
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I have no _data to ofger as a vorking guide but advise each worker to prepare
his own to his own findings and adapt it to the thicknessess and thicknessing cont=urs

he prefers., Strad, Guarnerii and other makers, Heron-Allen, Alton Reid and other books
etc. Maybe after many findings are compared from specimens some norm may present it-—
self to become a universal guide. Till then each maker nmust work out his own average;
or perhaps use “eertman's ratio as a guide.

As regards balance point and start of thicknessing centre, for top and back,
The principal I use is that the top balances on or just ahead of the bridge line, and
the centre of thicknessing starts there. The back balances 3/8th inch behind the bridge
line (across the centre of thc sound post) I call this the sound post line. Using a
1/4" sound post, the edge of the post is %/16th inch behind the centre of the bridge.
(bridge liné).. My reason for halsncing the back and starting the thicknessing further
back is that the start of impact on the top is 2t the bridce and directly under it,
this is transmitted through the sound post, so my back is balanced there and the thiclk-
ness: radiates out from the point where the sound post line crosses the centre join of
the plate. Thickest area of the bac% is a circle using half the width of the bridge as
a radius, and as a centre point the place where the sound post line meets the centre
join of the plate, Thickest part of the top is a circle of the same area using as e
centre point the: spot where the bridre line crosses the centre joine My contours of
thickness use that point on each plate as the pivot point., The contours of the back
then are not just exactly the same as the top o'ing to the lower plac=sment, which causes
. the actual areas of contouring to be different. I do not always use a 103" bass bar
.for a violin, It depends on balance and tap--tone and could be anything from 9 inches
to 10% inches., Kye, "feel", tap—tone and balance call the tune, and I mean that liter-
ally,.

Most of my tops are 3/16ths of an inch in the centre, bu. I sm not afraid to
go thicker or thinner as the wood demands. The same with the bass bar. I think that
many top plates are muffled by the inclusion of a too large bar, say 103" when the nat—
ure of the plate calls for one of lighter dimensions. The last violin ,I made had a top
with a centre area of 3/16" (Guarneri contc:'s) tapering to 1/16th of ‘an inch as per a
diagram on page 1X of Jalovecs book. The tap tone bhefore cutting the "f" holes was
e' sharp. (that is e! sharp on the D String) when the "f" holes were cut and the base
bar inserted, the note was brought back to e'! sharp by means of shaping the bass bar
and the resultant bar was 9 7/8" long. Vith another piece of wood it is quite possible
that the tap tone could have been the same, even if the thickness was 1/8" all over
according to conventional thicknessing. Perhass placing a 103" bar i: it would have
destroyed the tap-tone relationship and brought the tone down to a tone unsuited for
the balance with the back. The point I am trying to make is, why put a bar of a deter-
mined length in and not know why. I,st of us put in a 103" bar because some book says
so. This brings up a question; which is the most important; tap-tone, thickness, or
length of bass—bar? hich one are we going to sr'il for the sake of the convention of
the other? If we stick strictly to thickness of a predetermined size, the tap-tone may
suffer, and certainly will if we install the conventional bass—bar, if such a condition
became an issue. .Jhich one then shall we alter? The tap~tone can be restored to the
plate by the shaping and thickmnessine of the bass bar, which perchance could become
heavier,or lighter than the bar laid down as correct. /e can control tone to some extent
by the nature of the brid-e that 1is used; if a thick 30oft one is unsuitable, we can use
a thinnar harder one and so regain tone and brilliance, could we not use the bass—bar
instsllation the same way? I do, and with considerable success. I do not cook my wood
before or after making and have no tricks of th=at sort. I rely on Mr. Laubi and his
method of seasoning the wood for at least five years or more in a natural way to give
the wood the required condition for making into an excellent violin, I do not hang my
violins in the sun before or after varnishing, working and drying them inside a room
where air circulates and no sun enroaches. Zverything is done by !:--1and after the vio-
lin is completed in the white, the sealing coats are laid on and it is varnished, with:
a day or perhaps two hetween each coat. It is not cooked, boiled, or baked in any way
during or after manufacture and so far I have been successful in placing several with
Symphony players and am prepared to enter them in world comnpetition, esnecially for their
tonal quality and responses

600 en a0t
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"ABOUT REDWOOD, SOUND POSTS AND OTHER SUBJECTS

by Kristian Skou
Soberg, Denmark

~Thank you very much for your letter of November 4th. I was happily surprised
at your telling me that you had shipped me a piece of California Red ‘Jood., Very many
thanks for it. It seems to he very fine wood, and I should think I can ¢vet two tops
from 1it,

The wmicrostructure is very bheautiful seen under the microscope, and garnet -
red pearls of resin are lying in long rows in channels in the wood. Unfortunatzly they
are not soluble in spirit or oil of turpsntine, or they should perhaps have been a nice
material for mgking vornish — but bheautiful they are. I have tested its specific welght
to 0,338 gr/em” Mr. N. Nicnlas, Menton—GaraVan, France (the editor of <+he Journal
Lutherie) has tested another piece of Red ood to 0.316 gr/cm5 perhaps my piece has
absorbed a’ little moisture at the “ourney — it will disappear, .

By way of comparison I can tell you that the Pearyland Driftwood has a gpec—:

ific weight of N.66 gr/cm§, that is: +twice as much. It is so heavy that one should

not think it usable fur & violin tops, but 1t has the richt transmission capacity for
vibrations, and ‘it is so strong that I could give the top so small a thickness as 2,2 mm
in 'the centre —~ and there is wood =nough. The weirht of the finiched top is 92 gr. —

it seems to imply that the welght in itself does not account for the tonal result. I
enclose a diminutive piece of the wood, jurt that you can seec how it looks —~ I have
“cinly very small bits left cf the wood, but if I should get hold of a real quantity I
shall certainly send you a piece. :

In the November issue of the journal — just arrived —~ the age of the wood is
quoted to 5780 years divided by 50 years. I should think the fault is mainly my own.
I wrote 573" years divided by 0 years ( or I thought to write so, but perhaps I wrote
divid instcad of subtract, a division sign.being the danish form for the subtract sign).
578C years less .50 years means that the test says 578C years, hut for such an age the
test has an uncertainty of 5C years in both directions, all ages betwe=n 5730 years and
683C years belng possible.,

I think you are right in your sugrestion that a top from Red %ood has to be .
somewhat thicker than else; bhut there is another thing I thiniz we should take care of.
The cell walls are very, very thin (therefore the light Weiéht), and for that reason the
woud is very feeble to pressure. The preliminary treatment of the wood and the varnish
may be sufficient to prevent the top from bheinz damaged by the pressure from the bridge
otherwise with the sound post, and therefore I think we have to consolidate the inside
" f the top in some way at the sound post area. Damage from pressure in that.place is
catastrophal for the tone of the violin. An illustrating example on that I had some
time agos A violinist cawme to me with his violin. The tone - formerly large and brill-
iant - now was weak and dull. He had experimented with the sound post and thereby dam—
aged the top by pressure. also several violin makers had replaced the sound post for
-him, and every time the violin sounded betler — but only a few hours or days. I remov=
ed the top and found the sound post area full of hollows due to pressure from the upper
end of thé sound post, and the wonod here was nearly without elasticity. There was noth-
ing to do but replace the damaged wood with some better. In that case I replaced it
with a bit of the Pearyland %Wood, and now it appeared that the tone of the violin was
not only better than ever, hut the tone character had changed and was now more like the
tone character of the pearyland violin than of the character it had formerly. Since then
I have repeated that operution on 6 violins, not always with he Pearyland wood - for as
I said, I have only small bits left - but also with other old and tested wood - and
always with similar results. The wood in the sound posi area is of great importance
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for the tone character of the whole violin. There is nothing wrsterious about that, I
should think I am able to give the physical explanation of the effect. but it would
demand more time and more space than I can afford in this lettcr,

A good rule besides is that the wood for the sound post has to be softer - at
any rate not harder -~ than the top viood in the sound . pos* area. Perhaps a sound post
from Red Wood is suitable for the top of Red Joei —~ or I should recoumend the sap wood
from fine grained (slowly gown) pine (Pinus). '

w One of your ‘readers has asl2d me about the late German violin maker August
Riechers, his violinas, and his msthods. There may cer’sainly be others who know more
about Riechers than I, but something I can say, as I have seen some of his violins, I
have his little book (in German), -and I have tried his methods, as well regarding the
construction uf the violin; the treatment of the wood. and the varnishing, The book
is a good little book which I cen recomuend - only i1 a few details I cannot follow
him (e.g. a depth of 8mm for the bas ss bar urder the bridge is 4oo lititle for the high
tone pitch. of to-day (A - 447 cycles,Jec. or wore) ). Hie violins are nice work and
fairly estecmed. ) '

Regarding his trea®msnt of the wood it was (anart frem the unsuccessful exper—
iment with the r051n; limited to the outer surfacs of the violin. He started ( as men-
tioned by the author) with thres ccats of pyroligrsicus ecicd. 7This acid is obtained
by the destructive distillation of wood; eni it contuins tecat’c seild, methyl alcohol,
acetone, and small amounts of other organ’c compounis, It gives ‘he bare wood a brown
yellow color, and only for that reason he ussd it. Ther. followed a coat of Peru balsam
in spirit. This balsam will nsver lLisrden tctully, bub 2% fills the pores, and connected
~with the outer varnish it will forwm a f_c.uible cout. (This Lreatment is regarding the

effect and the colour very like the truatment ? the wood with propnlis). Then followed
a coat or twn with gamhoge in spiri%t, a poincnuus gui~rssin originsting from the tree
Garcinia Morella (East India and Ceylon). It is corowiat sdlulle in splilt and given
an int-nse yellow colour. The outer varnish he was aprlied - apirit varnish. From
curcuma and red Sandal - wood he ex'racted the ceclour witnh spirit, and in this solution
he  dissolved 3 parts of randzrac and ore part of mzetis, and to a quantity of & litre
he added 1N drops of oil of turpsntine. When elzilfully cpolied ( it is difficult, and
Riechers himself did not slways succsed iu Lhet) ths lenl.ﬂ is rather nice and of a
rath-r good quality, and four those who belleve ir apiriv varnisa I can recommend 1t,
but it has nothing to do with the oid Italian varnich, and it hss ths defect of most

(i¥ not all) of the spirit varnishes that in time the coat of vardish will form a net-
work of fine cracks. Of course, we can also Tirnd cracks *n old Italian varnishes = in
particular such vernishes ts are called 'dry’ — bLut thace cracizs have a quite other
(more irregula:’) appearance. Rischers believel the old italinn varnishes to be spirit
varnishes, because they are easily soluble in spirlit, kit I can assure you that the
varnish I produce with' iron (and madder) as celcurine agent withovt snirit, but contain-—
ing a good deal of linseed oi1l, is just as soluble in =pirit as the old Italian varnishes,
and I should think the same s the caze with the iliciislman varnish. (Our varnishes are
based on similar principles, evcn if' they are produced in corewhat dif Perent ways,.

_4 *.1.

You disclose, ¥r. Eaitor, that ycu praciice the rethod of sanding down the
plates Trom the outside with the violin strung up. It ie a methed mentioned now and
then, and from a tonal point of view I chould adamit that it may he just as good as any
other method, presuppos®ng that the violin maker is mastering the method, but from an
aesthetical print of view I do not like it. Di-e M,E, Cordion mentions that some of " the
Italian mekers of today practice the method for thelr violins - well, but many of these
- violins are not beautiful and without +he slightest resemblance with the masterpieces
from the great pericd of Stradivari. Not to name a still working maker take e.g.
Stephans Scarampella (1843-1627). The tone of his violins is good, ard for that reason
they are very esteemed, hut in their outer cppscrsnce they are a COuDOund of genius and
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crude work with marring scrape mar'zs on the plates, There is such a disproportion bet-
wesn their inner and their outer value that one neaily is driven to despair.

Say we have formed the outer surface of our plates in beautiful curves ( so
we believe at laast), and then we should ruin these and the whole appearance by sanding
down! If we know where to take off from the outside we also know where to take off
from the inside. If I have to remove wood from my plates after the violin is finished
in the white — and it happens —~ I aluays remove it from the inside. It is more trouble-—
some of course, but the beauty of the violin is preserved. It also happens that a vio-
lin sounds well in the white but not so when varnished because the varnish has altered
the elasticity of the platss. If we must correct this fault the wood to he removed
has to be from the inside. The only alteration f the outer surface of the plates I
make after they have teen glued on the rihs is the purfling and the edge. I always lay
the purfling in after the gluing together - it is tonally the best, and the old Italians
always did the same. The curves of the plates doesn't need to be altered by that
method. Only a narrow area along the edge has to bhe formed and smoothed. I do not
believe Stradivari useld the sanding down method. There is no evidence of that and the
violins from his great period ( I have handled and examined some of these) have no
remarkable marks of tools and scratch marks of "sand paper" as stated by Dr. Gordon
Leing the case with the "Swan" - the last violin he ever built at the age of 93, when
the exactness of hand and eye was declining. For the rest sand paper was not in use
at that time, but other materials for smoothing were used by the craftsman in uvld time,
e.g. small bunches cf a plant, a hersetail (Equisetum hiemale) whose stalks is scabrous
containing a large amount of silicon. It leaves similar scratch marks as sand paper.

CURVED BLADE VIOLIN SHAVE
by @.E. Slaby

Here is a tool that will make rough shaping the tops and backs of violins
mere child's play. I learned of it from Joseph Deulin, a Detroit violin maker who
recently retired after working more than thirty-five years at the craft. Dsulin dis-
penseu with planes and .scrapers sltogebher, but for myself I still prefer to use these
two tools for final shaping.

Blades for this tool can be purchased from Snell—Atherton—Norcross Co., Inc.,
72 Snell 5t., Brockton, Mass., They are part of a tool they make for shaping wood heels
for ladies shoes and are called "Duplicating Heel Shave Blades." They come in twelve
different curvatures, ths mo<t useful being numbers 5 and 9, but you may wish also te
try numters 8 and 13, Numbers 2 through 7 cost 31.06 each and numbers 8 through 13
cost $1.20 each - add a few cents for postage. The ends of the blades are tapped and
come complete with screws, '

I hope the drawings are self—explanatory, but a few words of ingtruction:
.Use hard maple for the handle. The exact shape 1s not important except that the curve
where the blade fits should follow precisely the outside curve of the blade. The open—
inz through which the chips pass should be kept extremely small. Start with a zero
.opening and by experimenting slowly file the face of the curve until the tool cuts pro-
perly. If all is richt it will cut wood as though it were butter. If the slot 1s too
large (more than a scat 1/%2") the tool will grab and chatter. My first effort was
unsucceseful., &

The ebony inlay i1s to minimize wear on the surface of the tool. This might

be even bett=r if made of brass in which case it would have to be fastened with two or
three very small screws. -
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In use the tool is pushed away from you like a spokeshave. Go to it and watch
the shavings fly.,
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MASTER—TOHE

A Story of the Violin
by P.F.Wright
By kind permission of Mr. Herman /eaver Presldent of the House of iJeaver

Conclded from last month,

“he top 1s about to be graduated, The first groove of this operztion has been
cut juet irnside the line where the ribs join. Distribution of wood bcing of prime
Lpertanse in determining the penetration of violin tone, at the time of designing the
’lines aind arches, taubles were plotted. The position of these contours was worked out
prathezatically., From these theoretical thicknesses departures, suggested by experience,
4o compensate for the peculiar textures of both top and back were mades Thuse, the
'guaguaulonn of each violin become a separate study. In Mr. ieaver's case, callipers
are used which registsr o 1-1C of a millimeter or 4-100CG of an inch. ihere extreme
are, such as this is used, it i1s any wonder that a superior instrument is the result?

:)

The wond used in this violin has bsen gathered from spots extending from the
Caccade Mounrcains in vashingtonto the State of iaine. An cld building, erected in
Coionial days, contributed a part and a picce of antique furniture another. That which
atle froem tlhe virgin forest was the soundsst of strictly prime timber, cut at the most
£ax u‘able szason of the year. After being worked into stock sizes, for violin maker's
vze, it has been seasoning for years in dry, but well ventilated, lofts.

fe)
"‘J

2]

Mr. }ea\ar nows the hirstory of each pilsce and takes pleasurs in relating it
to ths visitor. The top has one story, the bac!: another, the ribs another, the end
tlscls smothor. the corner blocke another, the linin<s another, the scroll another and,
b the time it is completed the bass bar and sound post will each have contributed a
stesys ’

Although this particular instrument is very much of an all American product,
wood Irom European sources is conspicuous in othesree Partiality to any locality plays
litele part in the choice of these matgrialse The question upp=rmost in the master
vialin meker's wind is, how to combine dif“srent pieces of wood to produce the most
verfect iastrument? It 1s not unusual for a choice piece of wood to repose in the rack
T2 years before another turns up to combine with it to suit his taste. Thus each
niece cf material, used in the construction of a masterpiece, endows it with history
even before 1ts in'imate aq0001qt16n with tewmp-ramental, and sometimes tragic musical
careel beginsg.,

On Mr. ‘ieaver'!s desk is a litter relating to a violin at the time that it
took its righiful ploce in musical activities. It is frowm Europe and in it the writer
acknovleczes receipt of the violin. Briefly, the story is as follows: The writer, a
mLuLClﬂn'UhO mad been in this country for a number of years, tested one of Mr. Weaver's
Magstertone violins and became very attached to it. At about the same time he was off-
~ered a position in his native countryv which he accented. Although he was profoundly
inpresaed with thie violin, he had not yet outlived his early prejudice for things Eur-
orvan, 'z tested violins in every market at which he stopped along his route, without

finding one which suited his tastes and purposes as well, Having become convinced,
agzinct his will, he ordered it sent to him after reaching his destination.

Mr. Jeaver's studio is an interesting place and the variety of things to be
lea:ned about violins chanres on each visit. A prospective customer is testing some
vinlins. One is a /eaver Mastertone and four or five othersare old masterpieces, of
wolch theve is always a representative stock on hand. hether the price, the best in-
sirumen: Tor business purposes or the gratification of his own taste is the controlling
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=—o%ive 1n his thougiits, is not known. The significant thing is that he alternately
vlays upon lastertone and then upon one or another of the old Masterpieces. Figuratively
2 1g playing lMastertone against the field,

y“s-j

While this is going on anothsr gentleman enters in a highly agitated freme of
mind., He has with him a bow that has been.broken. It is a senuine Vuillaume that he
values above praice., To restore it-reaulres the making of a new head that must be
cpliced for soms inches along the remaining portion of the stick. The artistic manner
:n which Mr. Jeaver accomplished this, while preserving the orlginal balance and spring
was o marvel 1o all vho were fortunste enouch to observe the work, and a matter of
supreme satisfaction to the owner.

Restcring attracts an endless variety and thzre i1s a story of interest attach-
6¢ to each ins*ruamsnt. Ors time i% s a Nicolas Amati to have the peg holes rebushed
and to be generally overhauled. Another time it is a Jasper da Salo viola for bass bur
end general repairs. Then a pedigreed Joseph Guarnerius, valued al $3%0,000 arrives for
general rppairsa , ; ¥ ' :

" On another cccesion an old Italian cello is trought in. Thare is no pedigree
and the rairs of the maker 1g urknown. Nevertheless, frarments of history accompany it.

The lines are geod. , The wood is very old—probably not a day less than two
u?rq. The varnish aud certain tiicks abeout the linings and blocka are char-—

2 c. of the old Italian maksre. It has heen repaired on four diffarent occasions
Ly &s meny QlL-Vrevt‘vorkmen and’ ths wvork of each is distingurichiable in the order in
which ccrurred. The graduaticns are crude but, Ccrturately, hoth top and back have
necn left heavy in wood so that there is leeway for proper distribution.

Another. instrunent revealing the un-ortain ideas of the old masters regarding
woed distriputicn, was a Grancine which had been smashed to kindling wood. Even the
pars bar had bsen driven through the top., when this violin left Mr, Weavers hands it
had not only teen oo cleverly restored that no indication of the accident was wvisible,
bt Shig torie hed been so vachly irrrcved thal the owner could herdiy believe it to be
. ihe sainz. instrumesnt. : G e o ‘

Tnz shtories of-two basses of .Americen make riay interest the reader. One was
r. Treecott . which was in nped of’ almont ever yth1pp in the ca teQC“y of restoring.

_ the carly history of the United 5Stetes, before orfans had come into
se, s#iring bagces were extensively ewployed in church choirs and the meking
iastruments was cuite en industry in New Hewpshire, during the early papt of
¢ lagt century. Those mars by Dea Abraham Presccoctt vere of high repute and, on

f their superior tone, are wuch prized by bees players today.

The Prescott bass has a novel fea ™. in its decigis At the lower cbrners,
inetead of the ribs beivs joined in an angle,. one tercinates in an almost complete
circle of very onell diameter. hlle this does not affect thes tone or materially en-
kance the symnet: = of outlins, it is a iricl: that no violin maker cares to imitate.
The nmore eyp@rlunced he is in bending ribs the greater is his respsct for the mechan-
cal mgenius of Prescotti.

'_,.

. Leother remarkable Americun bass encountered in Mr. Weaver'!s studio was that
by George Gumunder. : During his lif'ctime he made but “se bacses, one of which has been
d=glroyzd. Hence, this is the only string bass in existence built by him.

is a copy of Btradivarius, . The maple in its back, ribs gnd neck were sel-
€

e same care, as-to Tigure, as that bestowed upon his violins. Every detail



including the dzlicately carved scroll, is carrisd out with precisely the samne derree
of perfection as 7ound in his smaller instruments. And the varnish, also, is the same
a: used upon his violins, The writsr has never seen another bass that compared with it
in weauty.

... The top wood is of Americen white pine with two holes that have been plurgeds
A casual observer mirht overlook this. But any violin lover, who is looking for'such '
things, can find the plugs vith ease. Gemunder was clever enough to have concealed
them more effectually, had he chosen to do so. It so happens that this wood came from
the timbers of a noted old building. At the time of its eréction the frames were helid
together by wooden pins. That Gemunder plugg-d these pin holes in such a manner as to
be easily found, impresses one with the. idea that he must have done so purposely, in
that the story of the instrument's origin would be obvious. gl

#hat has been told indicates, in a general way, things to be seen and learn-
ed at Mr., Weaver's studio. Those mentioned did not all occur on the occasion of one
visit, nor has all that transpired on any one visit been related.

Four hundred years of violin history, progress in the art of violin making,
progress in its acoustics and in its design are gathered togethsr here. Lessons glean—
ed from the life work of Mageini, Amati, Stainer, Guarnerius, otradivarius, Lupet,
Vuillaume and the nore reecent masters are all included, and the most salient points
coordinated in Mastertone. ’
L There are no lost Cremona secrets exploited to befuddle the mind of the vis-—
itor, for the advantazes of the best instruction, intensive study in violin acoustics
rare native talents and mature experience place dMr. .eaver in a position where he has
nothinj; to conceal. He is a master violin maker and any violin lover will be well re-
paid for wvisiting him st his studio, the home of MASTZRTCKE,

God grant me the serenity to accept the things
I cannot change

Courage to change the things I can

And wisdom to know the difference.

¢

e’ s sMotto of the Ashe

20 s 00000

Some people pursue Happiness
Others create it,
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RESINS AND OTHER MATSZRIAL3 USED I VARKNISH
by Sczipan Kujawa

Editor's Note: Discursions on Violin Varnish are now quite common in the pages of The
Journal. A list of those gums, resins and oils etc. most commonly used might prove a
handy reference to those interested in this always argumentive question. Mr. Kujawa
here catalogues and comments on a few,

RESINS:

Canada Pitch, Burgundy Pitch, lastic, Sandarsac, Jélap, Guaiac, Dammer, Scammony, Lac,
Podophyllin, iineral Asphalt,

FOS5IL RESINS:
Amber, Copal, Kaurie, Congo, i#anilla, Zanzibar, Copalin.
BALSANS:

Balm of Gilead, Copaiba, Peru; Tolu benzoin, Dragons blood, Storéx, Canadian Liquid-
amher. '

GUMSs

Gutta—Percha, Caoutchoc, Gum Arabic, Accr01d, Alsace, Anime, Acacia Vera, Butes, Trag-
acanth, Elemi, Juniper, Sandanum.

GUM RESINS:

Olibanum, Frankensence, Galbanum, 3carmony, Gambodge, Euphorbieum, Asafetida, Aloes,
Myrrh, Ammoniac, Sznegal, Thus, Cinnibar, Orpimerit, Anime, Opoponax.

TURPENTINES:
Chian, Chio, Vierin, Venice, Strasbury, Bordeéu, Cyprus, Spirits of Trupentine.
COLORS:

Saffluvwer, Saffron, Brasilwood, Logwood ifadder, 3andlewood, Cochineal, Colceolaris,
Slipperwart, Hypericum Red, Dyersweed, Llcorlce Root, Cudbear, Woad, ‘“alnut iiusk, Blood
Root, Puccoon, and many others.

LACQUER: A varnish obtained from the Japanese Varnish Tree (Rhus Vernicifera).
OTHER MATERIALS:

Ambergus, Feld Spar, Musk, Butter of Antlmony, Urea, By the way Feld Spar contains,
Silica, Alumina, with Potash, soda or lime.

OILS:

Linseed, Castor, Fish, Cotton Seed, Olive, ‘ialnut, Hemp, Perilla, Tungoil, China Wood,
Poppy, Oils can be obtained from many dif“erent nuts and seeds.
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ESSENTIAL OILS:

Rosemary, Lavender, Almond Bitter, Cloves, Cedar Leaf, Cedar Wood, Hemlock, Myrbone,
Mint, Geranium. Essential oils can he obtained from any plant that has an odor in its
 flowers or leaves. o L

B I wouldn't want to state that these are all catalogued correctly, but pretty
close. : ‘ :

0il Amber, or Amber oil, is not obtained from’ Amhsr, 50 years ago and still’
today is obtained from the copals. -

.Your label does not read oil of ‘Amber, but as I stated, Varnishes made from
. Amber-oil or-0il amber, or Amhergris or Liquid amber, are not an amber varnish.

Amoer is worth today 425C.0C to 3500.00 a lb. according to size, color, etc,
formally. amber was obtained from Germany, scraps that is, what was lef't over from making
beads, pipe stems and carvinrs. I combed the two cities of 8t. Paul and Minneapolils
which are large cities, I was able to obtain only % broken pipe stems. ‘that have you
in amber. Some of those gums, resins and balsams, are only water soluble, some are used
only to obtain oils from, which are very valuble in spirit or oil varnishes. Almost
.any essential oil in alcohol will cut the hard fos il copals. There are retarders usel
also in spirit varnishes to prevent them from drying to fast,

o0 eo000 0000

ELASTIC TONE
by Sczipan Kujawa

Wthy is it that we don't hear more about an elastic tone in a violin? All
great violins have this elastic tone. It gives pover and penetration, the true maiks
~f a real good violin. ’

There are three classes of tone and possibly a fourth, such as Jacob Stainer's
but for the Italian there ar three: The Amati, Strad and Guarnerius. The Amati, very
swe=st _but no povier. Strad: powerful and mellow. Guarnerius: Brilliant and immence
penetration. I have an article by Kriesler and Ellman which says that only a Guarnerius
will fill & large concert hall..,.then why so much about Strad?

We know that a straight rod will vibrate easicr than a bent one, then why
have an arched violin? I will try and explain: Suppose you put a cardboard in place
of "the top of your violin. You would have sars or weak spots which would interfere
with vibrations,.exactly tetween whers the cardboard rests on, that is, between edges
and sound post, but if it were arched you would have equal pressure all over. Too
high an arch makes the boards too hard to put in vibration. Arching is very important
so that the stress will come equal cver th> hole board. The dip around the edges
should te very shallow. Tone comes out easier, but it loses power. I like my edge
without golng too deep around the edees.
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A CRITICAL EXAAINATION OF ROELOF WEERTHAL'S BOOK

by JQB- Erwin
Dallas, Texas:

In the past issues of the Journal I have examined the diagrams such as beals,
bridses, ropes, stc. vith some disappointment. An architect has a basic working know-
ledge of* the simple types of systeus of structures. ‘hen the structure becomes indet-
erminate, thin shelled, movin~, etc. the architect usually employs the services of a
consulting engincer whom he directs to investignte the problems. The most simple beam
requir :s several formula and diagrams - bending, shear, déflection, etc. = to analyze
it. When these become restrained, deformed, cambered, irregular, and thin shelled the’
formula hecome complicated and indeterminate. To add to this complication consideration
-would have to be made. for the grain and strength of the wood, "f" holes, excentric
sound post load, vibration, eto. to by formula deteritine the perfect arching, thickness,
size, pattern, etc. which would produce a desired tonal quality. Mathematically there
could hardly be a more d4ifficult. set of .shapes and conditions to analyze. The purpose
in my mentinning the technicalities is to'he able to say that some of the diegrams re-"
produced in the Journal mix several of the properties on the structural members of the
violin. A deflection diagram showing 31mp1e loadinn does not present a complete plcture
of the violin,

: o To work on these formula would require the services of a complicated mathematic
calculating machine plus some mathematician to determine the formula which the machine
vould nrocess.

It is my opinion that it would be simpler to follow the old Italian violins
which by trial and error have had adequately determined the size, pattern, thicknesses,
etc. To re-develop the old Italian violin pattern would be useless, \‘ie have them now,
If we wish to d-termine and record how the old Italian violins sound and make sound
we should continue testing the old instruments.

.The few old Italian instruments.I have se~n violate what by some of the best
authorltles is not the best practice. The old Italian violins are not perfect in work—
manship and when played vary from one to another. In spite of some defects a ba51ca11y
good old Italian ingtrument sounds very well. The Strads I have seen cet us a pretty
hlgh standzrd to Jork to. ‘

The above is not written with the intention of out~shouting some of your
.contributors to the Journal. "I am only calling attention to some more complicated
conditions of structure which mae a simple diagram not present a complete picture of
the forces present in a violin.

Your comnents and diagram of a machine to test the top ‘and back puzzle me.,
I would say to measurc deflection of the top and back would be g quality by which you
could measure its strength. @ombinations of stronger spruce and softer maple producing
the same deflection of top and back could result in very nearly the same thickness o’
top and back. The difficulty in measuring deflec“ion would se=m to me to be the device
and arranrementfor accurately reading such a delicate reading. It would have to be con-
ducted under laboratory control to meausure it care:ully enou~h to establish a reliable -
get of readings from which to judve the merits of a top and back. By the mere shape of
a violin it is very strong for the materials incorporated. This inherent strength makes
accurate deflection reading= more dif"icult to obtain.

I wonder if in a fine instrument the deflection would or should be the same
for both top and back. The top is a thin shell with two concentraied loads on top with
a single concentrated load of the sound post on the undersides The back on the other
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hand is a diaphram with a sinfle concentrated load of the sound post off center. If
nothing else the back should be stron-er or heavier if you please to compensate for the
shell arching inherent in the curve of the top and dif'ferent type loading. Strad made
his backs heavi:r in thickness than the top according to Hill. From a practical stand-
point when the bacls anproach the top in center thickness, I have seen the backs lined
with additional wood to strengthen the back and give it more power. The back with a
concentrated load in ths center should apnroach double the thickness of the top in the
center to make 1t balanced in strength in its-loading condition to the top which has
concentrated lordinc -at three points which more nearly approaches a uniform load. This
conversation of uniform lonad and concentrated load may he a little confusing. A simple
way to remember the outcoume of the formulas to cualculate a simple beam is that a given
beam will carry just tice as much uniform load as concentrated load at the center of
the span. “hen a heam has enual loads at more than third points it closely approaches
uniform loading,

Such even simplified speculationg as above hnve ignored two fundamental cond-
itions, First the usual structural formulaand simple illustrations of beams have some
merit end application, bhut thece formula are derived with the assumption the structure
is static (at rest) and the eads are unrestrained. The violin is constantly vibrating
and is rigidly restrained around the edge. Second, no consider=ation has bsen made for
quality of tone. After all is sald and dne, how to accurately and consistently obtain
fine quality tone is the purpose of all testing,

A question might arise from this conversation, why not make the back of spruce
and the top of maple. Jorked to the proper compensated thicknesses it should mechan-—
ically be alright. The top of maple micht be made 3/64 all over and the back of spruce
1/4 thick graduated to 8/64. I think the experiment would be disappointing as to the.
quality and the instrument =ould be sowewhat heavier.

Your comment that we should mayhbé get away from the old Strad archincs, thick-
nesses, and conventional speciss of wood is interestins. If as you sugcest we make the
top of redwood I would simply use the same flat arching (hecause I like it better than
high arching) and thicken it up some to stifen it somewhat. Right now I have a stock
of two maple trees. One is much harier or tou~her than the other. This year I made
two violine one from each tyne maple to the usual thicknesses. I am now working on a
coupléviolins one from each tyve maple and I am thinning the back 1 &£ 64 all over on
the harier. maple to comwensate for the wood somewhat., I am really quite pleased with
the vinlins this year. I thin% Strad probably did the same thing as well as change his
=mihd about the patterns as he developed. The old Italians apparently didn't particul-
arly strive for mechanical accuracy. The accuracy I work for I am not sure is absol-
utely necessary, but I hope it reflects the vork in a more perfect balance on all the
strings and positions.

900000000
You R1ll have powers you never dreamed of. You can do things
you nevér thought you could do. There are no limitations in
what you can do except the limitations in your mind as to
whate ;you cannot do. Don't think you cannot. Think you can.

Darwin . Kingsley
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AN INVESTIGATION I.TO THE GRADUATION OF
STRADIVARIUS AND GUARNERIUS VIOLIIS

by Dqﬁ'White
TNTRODUCTION s

. In attempting this series of articles. I do so with grenst humility realizing
that I am cowpletely unfit to pose as an expert on these matters. I feel better men
than I should long ago have in“crmed the Violin Maker of certain definate aspects re-
garding thée graduation of Stradivarius violins of his last and most noble period. Also
that Joseph Guarneri realized this chanse and developed i% to produce what most makers
and vinlinists adwit to bhe the Tinest violins ever made. A

I refer to the fact that in these wonderful instruments the thinnest portion
of the top plates was not near the edge but:i- "Somewhere within an area — halfway between
the bridge and the Parthest point from the bridge"with the edges nearly always being the
thickest portion of the plate. 23

In Strads earli=r periods the tthnest portion was at a p01nt farthest away
from the bridge,

All makers since Guarneri (with few exceptions) reverted to 3trad's earlier
graduntions, even accentudting the .thin edges, with the result of a steady decline in
the quality of violin tone.

To continue this introduction.I would like to state that my 1nvest1gatlons
were encauragel by Mr. Carl Forseth of m1nn1apolls who has for the last two years
bombarded me with facts relative to Guarneri's graduations. Ithas taken me time to
dicest and arrance the data presented by Mr. Forseth and I would like to thank him for
‘his nerseverence with me, in spite of the fact I did not give him too much encouragement.
His kind loan to me of the book "Die Kunst Des Geircenbaues" by Otto Mockel has by the
charts, (I am unable to read German) done much to convince me of the necessity to dig
deeper into this matter.

I would also likc to thank kr. J. Fred Fehr, Kankakee, Illinois, for the loan
of ths Book "Violin Tone Peculiarities" by Frederick Castle, written in 1906.. Castle
follows very closely the graduations of Guarnsri and hns worked out theéries that follow
quite thick edges with the thinnest portion at spots that I =ill disclose later on in -
this discussion. Frederick Castle developes many theories on Violin ifaking that. I feel
could be easily broken downe. These are however overlooked by much valuable information
that the author presents in most lo~ical form. By far the voct interesting book I have
read on the Violin. '

Lastly ¥r. Kristian Skou recently ‘sent me a list of graduations which disclose
the truth ot the statements I have so far presented.

These graduations of ir. Skou's I had already studied as they are taken from
lockels book but receiving them from such a prominent maeker wes perhaps the incentive
I neaded to embark on this series of articles, I .am not sure from Mr. Skou's letter
wether he follow's these graduations or not but I believe he does?

Having now presented my "Credits", which perhaps generally come at the end of
a work of this nature, let me proceed with the evidence.
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THE EVIDENCE:

On searching for authentic graduation charte of 0ld iMaster Violins we: are
immediately confronted with the fact thet wheoreas there'aré‘aboundant charts of Amati,
Stradivarius and many other malkers instruments of that p:riod and later, there ar®
relatively few charts of Joseph Guarnerius violinse In fact Mr. ‘Skou only nresents one,
A quotation from Joseph Castles book however helps us 1n formlng an opinion-as to.
Guarneri gradu:tions. “uotes- ' :

_ "Cuncerning data for the "Joseph" Honeyman states thus:—~ "The belly is a&lways
thickest =t 'the edges, and thinnest throughout the central areas."

There we have the words of Hopeymgn, a well known violin authority.

I will close this chapter with the graduations sent me by Mr. Kristian Skou.
These should give the reader somathine to think about till we resume our discussion
in the next article which will offer throries supnorting thin centres.

GRADUATIOwS PREPARED BY XRISTIA: SKOU - DECHEMBER, 1959

-Here are the thicl”nesses of top and back in some of Stradivari's violins,
The measurements are given in Otto Mockel: "Die Kunst des Geigenbaues" (The Art of
Violin iaking). They are given in mlllimptre, and the numhbers refer to the following
areass ' ;

For Top : Fur Back
1. Under the, bridsze 1, Under the bridge
2. Betweon the bridre and the bottom blcek 2. Between the snund post and.the bottom
5+ Between the bridee and the top block ' : block

4, Near the upper bouts 5« Between the sound post and the top block
5. Near the lower houts 4, Near the upper bouts
6. Close to the edge o 5. Near the lower bouts
7. Near the "f" holes - 6. Close to the edge

: 7. Hear the middle bouts

Antonius Stradivarius 1693 Antonius Stradivarius 1712
Top Back , Top Back

1. 1.8 am le 4.2 mm l. 2.5 mm le 4.3 -~ 4,6 mm
2 261 mMm 2. 5.0 mm 2, 2.9 Mm 2. 3.4 mm
2240 mm’ ; 3. 4,0 mm 3, 2.8 mm 3, 3.8 mm
4, 1.8 - 1.9 mm 4, 2,7 rm 4, 2.7 rm 4, 2,7 - 3,0 mm
5¢ 18 - 2.2 mm 5. 2.5 m 5. 2.6 mm S5 247 = 2.8 mm
6e 25 ~ 3,2 mm 6o 2.6 = %.0 M 6. 2.5 « 3,2 mm 6. 2.7 - 3,0 m
7. 2.6 =~ 3.2 mm 7o 343 mm Te 2.7 = 3.2 mm 7¢ 2.5 mm

Antonius Stradivarius Large Form Antonius Stradivarius 1709
| W Top o Back , Top - -Back
l. 1.8 mm 1 4.2 mm 1, 2,2 mm l. 4.2 mm
2, 241 mm 2e 340 mm 2. 2.5 mm 2. 2.5 mm
3., 2.0 m 3. 4y2 um T 3. 2.5 mm %5e 2.9 = 3,0 mm
4, 1.8 ~ 1.9 mm 4, 2,7 wm 4, 2,1 - 2.3 mnm 4, 2.4 mm
5¢ 148 = 2.2 mm 5. 2,5 mm 5¢ 2.2 mm 5. 2.4 mm
6e 2.5 = 2.2 mm 6e 246 = 3,0 mm 6e 2.4 rm 6e 2,9 mm
Te 2.6 = 5.2 mm 7« 3,35 mm 7¢e 2.7 = 3.0 mm Te 345 = 3.7 mm
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Antonius Stradivarius 1726 A Joseph Guarn:rius 1733

Top Back has for the top:

le 2.1 = 2.4 mm l. 3.6 = 3.8 mm le 2.5 mm

2, 2.0 am 2¢ 2.5 mm L4, 2,0 ~ %2 mm
56 2¢2 mm 5e 3¢l um 5¢ 5.0 = 2.5 mm
4y 2,2 - 2.5 mm 4, 1.9 - 2,1 mm 6e 342 = 3.5 mm
5. 1.9 - 2.2 mm 54 2.0 = 2,5 mm

6¢ 2,3 mm 6s 2.0 = 2,6 Tm

7o 2.6 = 2.2 mm Te 3.6 = 3.5 mm

Also Hill gives in his book: "Antonio Stradivari, his Life and Work", the
measurements from 18 3tradivarl violins being of similar amounts, but not so detailed.

9 0000000

YOUR EAR CAN TELL
From "The Vancouver Sun" .
The emotional message of music depends largely on the true colors of tone.

High fidelity retains the color in the music——it conveys that surcharge of
meaning, and fezling that went into the. original malking. of music. In one way, hich
fidelity is a "space machine" transporting the listener back to the time and place
where the music was first recorded.

"How can I tell just by listening whether a high fidelity system is really
good?" is a guestion often asked by potential buyers. The exvert answers, "The humpan
ear, unaided by any instruments, is étill,t@g-best judee of tonal quality. But yopu

- must know just what to listsn for. Here are some pointers.

"The strings should have their normal "gutty" sound in the lower registers
and the violin and cello should sound different when playing in the same range.

The very low bass should march up and down the scale pretty evenly. Beware
of one-nots boom bass——the typical juke box sound.

The.gymbals should have a fine sharp silvery crash with a sense of ringing
aftervards—-not just a splash of sound.

The flute and the very high notes of the violin~§hogld be crystal cléar1~
never harsh and unyielding. '

Piand should be crisp in "ﬁouch" and firm in pitch and at the same time.full
and solid~sounding in the hass.

dhen shopping you may coumpars dirf ‘erent..systems in terms of these criteria.
Any system doing well on these five points is bound to give you full satisfaction',

“Tt's grest to be Breat but it's greater to be hudqn:_
. ‘ - eess.Will Rogers
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WOOLF
NOTES

by The Ed'itorz

THE MATL BAG:

It is always a delicht to receive letters froa my many friedds. Still I must
adnit a feeling of relie? in the fact that my mail has been a little light since
Christmas. I don't think I could stand that strain too long. I still have over 20
lettars that simply must be acknowledged. )

MY NEw VIOLIN:

It is I think only natural thst in wIting a columof this kind one is inclin-
ed to talk a lot about hiwaself. Perhaps ite a good idea for in that way we become better
aquainted. Anyway I feel I should tell you about the violin I have just finiched and
am nowplaying "In the white". I felt that if I were to write a series of articles on
thin centers I should at least make some few experiments myself,

Having two old plates handy which had been finiched except for gradustions I
decided I would spend a little time on thinning out portions of the center.

The back co:zt me 31,50 at a lumberyard the top was a piece of European "Pine"
which I got very cheap as it had, of all things, a nail hole throush a spot 3 inches
from the tail ends This I menaged to patchs I had discarded these plates as being
unf'it for a violin,

The back I gradua“ed from 3/16 to 1/8 at the edge. A strong bsck with hardly
any bend. The top at the brid~e is 1/8 on the g side and a little less under the E.
At places throughout the top it runs down to nearly 1/16th. Then for 1 inch from the
edges it runs from 3/16 to 1/8. These places I cannot reveal at present as it would
spoil my future articles. The violin at present sounds as good am any I have yet made.
I tell you all this so you may be more inclined to listen to my articles. Even this
one experiment shows we can get away from c¢:thodox graduations. I am a little anxious
‘with the thought that our readers micht think that I am trying to break down the theories
of Roelof iWeertman and the well known trio - Saunders, Hutchings and Hopping. The
"Saunders Groove" could still be applied and Yeertman's tests still applied. So don't
worry !}

VIGLIN TONE:

I was quite fascinated with Carman thite'!s sur~vestions that each person devel=-
ops his own idea of perfect violin tone, and this was o”ten formed by the instrument he
+played as a youth. I know that my ideal was fixed by listening to a fine violinist who
used to play at the old "Silent" movies. The tone he produced can only be described
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as ethereal, I have never heard such tone since, it just seemed to "come out of the air'
and one could not in any way connect it with cat—-gut and resin. He used to imbibe

too freely and consequently was always hard up. He sold me the violin to pay for a new
adiition to the family that was about to take places I couldn't get anywhere near the
saime tone from his instrument and stran;e to say he himself couldn't get ouite the same
effect from my "Bill Robinson" which I used to lend him. Although he liked it better
than his own.

At our Janumry meeting several good violins were played by a visitor, and
friend, Louls Kolfman. The different auality of tone produced from each violin was
very noticeables Some had a heautiful contralto quality while one in particular had a
real soprano tone. This latter lovely violin by the way, was one Louls made himself,

_#hich tone should we aim for? Thst, is & nuestion hard to answer.

ROELOF WEERTMAN'S BOOK:

The installment this month is compored mostly of charts ”hlch are to be
applied to this chapter uwhich started in the Becombher issue.

The installment follows on the next page.
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Outside Inside
A B AB=(C | E A B AB=2C D. E
t. 95 85 95 1 12 12 12 12
2 121 216 557 2 66 78 132 144
3 | 139 355 754 3 132 210 396 ouh)
4 |'152 507 1362 4 145 55 58¢C 1129
5 162 667 2162 5 152 507 760 1880
5 165 832 %5152 6 157 664 L) 2822
7 166 - 998 4z14 7 158 . 822 11¢6 3928
8 164 11.62 5626 8 155 or7 124q 5168
9 16n 1302 7C66 9 153 1127 1352 6518
10 152 1474 8586 144 1271 1440 7958
a1 147 1621 1c273 136 1407 1496 oLsh
12 155 1776 12763 124 | 1531 1488 10942
13 126 19c2 13702 112 1643 1456 11398
14 115 2017 5541 104 1747 1456 12854
15 111 2128 16978 100 . 1847 1500 14359
16 110 2238 1873¢ 101 1948 1616 15970
17 113 2351 20657 104 2352 1768 17758
18 116 oh67 22745 108 2162 . | 1944 19682
19 123 | .2590 25n82 114 2274 2166 21848
29 156 2726 278¢c2 125, 2599 =500 24348
gl 185 2911 31687 144 2543 22l 27372
22 178 5089 35603 159 2702 - 3498 30870
2% 18n 3269 39743 170 2872 3910 3478
ok 187 | 3456 44231 179 - | 3051 4286 39066
25 194 | 3650 49781 188 3239 470y 43766
2% 199 58&9 54255 S 194 | 3433 5044 48813
27 | 2%4 1953 59763 199 3632 5313 '54123
28 X6 425@ 65531 20 3832 5600 59723
29 |- 2né 4485 71525 199 4251 . | 5711 65434
30 202 L4667 77565 107 4228 5919 71344
31 197 L4a6h 83672 192 4418 5890 7723k
2 188 57152 89688 180 4598 5762 82994
33 17; 5226, 95431 164 4762 5412 884n6
34 154 5585 - 100666 102 Laeh 3468 . o874
35 12 5550 104864 36 4900 1267 V///95154
e ‘/ e e
55 49040 93154
" —— T o .

1048646 =7+ 55,0 = (13,15 [(35) = & 951gh +~ 4900 = )19 1| (3 (35)= ¢
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The sides havs an average height of 3ems The inside archings of top and
back have a depth of approximate l,%cms The volume then is Scm x 49Ccm2 plus
twice l.,3cm times 490cm= x %, because since the inside archings are parabolic in
curvature, the volume is ahout one half of a solid with straight sides. The total
volume of air in the soundbox then amounts to about 2IOOcm5.

This air weighe about 4 graus,
1r
As calculated the centar o psrcu sion is approximatel;y at station 19,
For top and back., Since the sides are lower in front near the neck than bhelow
near the end button the cent-r,o" parcursion o7 the airnass moves behind the
bridge and sound post, richt éére the airmases is teing excited by the action of
the bridge.

Taking stock of our imvortant Zindinss =o far e 7ind that the final center
of pnercussion of the ailrmass 1s in way of ths bri-dge and soundpost. The construetion
center of gravity must be held throughout the making of the top and back at 19cm
from the narrow end. The sum of the weirhts of the finished top end baclk is app-
roximately 140 to 150 grams, The pres-urs o® the fect o7 the bridge is 4200 grams
for the right foot and 3250 grams Tor the left foob,

It seemssound to kewp the balance point of too and back at 19cm from the
end as soon as the archin~s teske chape, we can check our progress by using a weigh
scale~preferably two. And brocesd to wel-h each eund of the slab we are workinz on
and caleculate the cent r of gravity., Table II will however provide a fast check
for this purpoce.

This table saves a lot of time., Sluple lie each end on a triangular block
on each scale and read the dial. A4 glance will tell which end. is too heavy and
nsasds correction., For a graphicel solution of Cindine the cznter of gravity see
Fig. VII., On a vertical line mark off in order the separate lengths of the lines
of stations ® to 36. The complete linz represents the sum total of all cross lines
then to an arbitrarily located pole dravw radizl lines from station numbers., Parall-
el to each radial line draw correspondine lines in each strip under the outline of
the ineilde form. Connect sach terminal and draw a parallel counter part in the
lines of force diagram. Locating the center of gravity.
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Premier Music Shop

VIOLIN AND GUITAR MAXKERS SUPPLIES
EUROPEAN TONE®%00D - TOOLS - BOOKS

ENGLISH, S¥ISS, GERMAN, AUSTRI|AN

RECORDER FLUTES

EARIESE CATALOGUES

309 W. FOURTH ST.

LOS ANGELES 13, CALIF.
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WESTERN MUSIC

* VANCOUVYERS' FINEST STOCK CF STRING

INSTRUMENTS AND ACCESSORIES,

* COMPLETE REPAIR SERYICE UNDER THE

MANAGEMENT OF MR. LAJOS KALFMANN

WESTERN MUSIC Co.
LTH.

570 SEYMOUR STREET
VANCOUVER B.C.

MUtvai 1-9548
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MODERN MuUsSIC
LIMITED

SHEET MUSIC SPECIALISTS
VIOLIN ACCESSORIES AND STRINGS

INSTRUMENTS

SPECIAL ATTENTION GIVEN TO SUPPLIES

FOR MEMBERS OF THE ASSDCIATION

936 SEYMOUR STREET MU. 1-3941t

VANCOUVER B.C.

THE HOUSE OF
HARDWOODS LIMITED

2321 Granville Street

TWO BLOCKS SQOUTH OF GRANVILLE BRIDGE
VANCOUVER B.C.

kE. 8-2188

A FINE SELECTION OF
HARDWOODS AND
FINISHING MATERIALS

POWER TOOL RENTALS



