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EDITORIAL
GAINING THZ MO5T ©RO: OUR A?TICL@S-

Letters received from our readers often contain remarks on the subject matter
app.aring in the pages of our Journal.

Soms readers beleive that many ideas expressed are completely unsound and
should never be published as they only tend ‘to confuse the mind, cspeccially of the be-
ginners

Other readers suggest that our Journal is an dpen Forum and all subscribers
have the right to say their piece. They contend that much that may seem silly and rid-
iculous could bs sound if traced to its corr.ct source. Let me give you an illustration.

Among the many materials suggested for "fillers" is "white of an egg"l I
have alway s passed this off with a broad smile. If I had done a little research I would
have found that eggs, exclusively, were used by the 0ld Master Painters as a ground coat
or filler for their paintingdg and is called "Tempcra" — see any dictionary. Does not
that sound like a possible filler to be used on Violins?

Many other "hairbrained" ideas may .also have a very saneorigin.
Certainly out of the welter of ideas may come the solution to our problems.

Which brings us to the title of the Editorial. It would sccm that if we are to
gain the utmost Trom our Journal we should not be too ready to discard suggestions pre—
sented. ¥Weigh all ideas carefully endcavor to trace them to their source. This would
definitcly seem more sensible than following blindly — without any consentration of
thought, methoda which have become traditional — methods that have turned out the thou-
sands of mediocre fiddles and very few that equal the "Old Masters"

= 0 =

A fool doth thinlk he_is wise but the wise man know himself

‘ to be a fool,
.« «se3hakespeare
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LOCAL NEWS

by HAROLD BRIGGS

The regular monthly meceting, held on March 12 was our annual meeting, and the
election of officers for the coming year was held at this tima. Most of the time at this
meeting was taken up with hearing and discussing the report of our President Mr. G.
Heyworth and the financial report as given by our tresasurer, Mr. F. Holly. A lot of
information, financial and othe¢rwisc, concerning our "Violin Makers Journal", was given
the meeting by the editor, Mr. Don ihite. All reports showed that our organization,
as well as the Journal werc in quite a healthy condition, and each showed a small, but
not too burdensome cash surplus.

Officers for the coming year were all elected by acclamation, and were as
follows - Presidents Mr. G. Heyworth, Vice President: Mr. Art Joncs, Secretary: Mr. Dcn
Wwhite, Treasurers Mr., Floyd Holly, Publicity Agents Mr. Peder Svindeay.

Considerable discussion was given as to advisibility of pruchasing a tyypc:7n. .
for the use of our organization, and the executive was asked to investigate costs and
other particulars and to report back at our next meeting.

After the business part of the meceting was concluded, a numher of instruments
made by various members were given a sort of official "audition". Each one being very
ably played by Mr. Jack Fisher. One violin made by "Hi" Martin, a new member, drew
considerable attention as the back of this instrument was made of yellow cedar and the
top of red cedar. Other instruments played included two violins by Mr. Heyworth, one
each by Peder Svindsay, Floyd Dumont and H. Briggs, and a violin and viola by Cpt. M.F.
McDonald.

A set of files was shown by Rev. Geo. Wright. They looked as tho they would
be very useful and interesting to violin makers as they were made in many different
shapes and styles and several were curved which should make them especailly useful for
work in peg boxes and scrolls as well as on the insides of plates and in the trough around
the edges of the plates.
P

"A STORY"
by Walter A. Jacklin

I was welking down the stroct the other day in Yuma, Arizona, and noticed.
some of the picket fences made of redwood, and later went into a Sash'factory and. examin-
ed some:of it in finished condition. It interested me because in recent issue of the
Journal there has been some suggestlons of using it for violin work, and red cedar has
also been mentionsd. ,

It is quite unnccessary for mekers to spend time exploying the suitability of
woods for violins. It has already been sufficiently attended to. Average weight, the-
tensility, rate of sound transmission and othcor factors are a matter of record, and onl;-
confirms whet ths great masters had decided more than 300 years ago. Nothing equals good
strong high level spruce. Its rate of conductivity is only about 1000' less than stcel.
The idca that the front of a violin must be light is wrong. It nceds strength, and there
is not tonec in pasteboard. Light cars rids alright; cadillacs even better. The springs

fit the load, .
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SOME ANSWERS TO DIFFICULT QUESTIONS

by William Xirkwood
Secotland

You msk me 1f I have any theories on wood selection, and that you hope to gst
some articles going on that subject, and would welcome any information why we useé thecs
two woods, (maple and pine) and should the grain hs wide or narrow; or narrow in the
centre and wide at the sides.

- I have no particular theories on wood selection, although it must be important
to use good wood. I think there is a little too much made of this. Nobody is likely
when making a violin to use bad wood if they really want to make a good .violin. T think
morg depends on the shepe of the breast and back.

When I made my first violin I don't think the breast cost me more tlan 5 shill-
1ngs and the breasts for my other 3 violins perhaps a little more (German Pine), of course
these breasts were of very old stock when thb prices were cheaper, and I knew the desle:
had them for years and years. 3

The wood for the dekS of 1y violins are of Tine local maple just grown aot
far from Forfar herc, and all the btridges I have so far sold have been mede of it, witl
the exception of a few of Canadian Maple. This wood I had maturoed for about 12 yeers
" before having to use it, it would have chown up tihe manle me~ts or epoits if it had bec:
sawed on the quarter, but it was sawed on the rlab,

Now your mos% interssting and meost difficult guestion is why e use thes: Ltwg
woods, maple and pine. o B

£ you take two short stips of wool, one of maple and ons ¢f pine, voth of the
same length and other diamensions, eazh fixed at the ends, eacl with iis own pa“thU_*‘
wave length. Put a bridge over their centres with one fcot on the maple an '
_the pine, now put tensioned strings on the bridge onz at sach end in a smilsar manrer {o
the E & G strings, with their tensions tuned to the wave lecnglhs as ths st“ips below them.
The~ you would find that if this arrangement. could be vibrated.as in a violin, the lowecr
pitched string would be atove the maple strip; and the higher vitched string. above ths
pine strip. Exactly contrary as in the case of the violin, where the lower pitchcd
strings are on the bridge above the pine, and the hischer pitched strings. oa the bridge
above the maple. '

r

It is very conflicting to explain ell this, but where there is a succession
of wavcs away from the bridge to ths outer edges of the viclin the rature of things
greatly change. You may be a bit wislead with what I have c2id in the case of the
violin, of the higher strings
through the post.

when fixing the post, the breast at that point is precsed upwards and has not much effect
in producing vibratiorns at that point, and is of more assistance in helping the pcst to
vibrate the back, which is the maple and the main source of vibrations for the higher
strings. The bar and breast the main source of 7ibrations for the lower strings. Wwhen
ever there is a succession of vibrations, one fceding other, or the next, the strength
for the higher pitched pine, 2e in the case of the violin locscens and ic then more adap~
table for the lower vibrations. Tou could get a bacz made of pinec to suit the higher
vibrations or strings to a certain extent by thickening it up to meet that point, and ii
still would not be as thick as the map1€ would have to be for the same purpose, but even
so the pine would need longer lergths for its waves than the maple ' ol

s Uk o " 1. = . % Ui
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. Sy ; This would not be so stable, as the thlckenlng up of the mapke,
which requires shorter lengths for .

(A bar along the back with a thinner plate, if could be fitted with the post as in the
breast would be of no use here as a-bar.u ‘

vibrations, as far as sound is concerned) The back-has-to be thickmned only, which

nakes the higher vibrations ideal:. The: thickening raises the tension required. You-

could thicke» up the breast in place of using the bar,.and still ret it to suit the

lower vibrations, but little sound would be transmitted to the cheecks or bouts, as this
thickened part of the breast would absorb within itself too much of the vibration strength |
without transmitting it to the chceks.-p -

By using the bar far less absorblng strength of the v1brat10ns takes placc,
and far stronger vibrations are transmitted to the chcecks. (as less wood is used)

In the vicinity of the bar and the back at the post, well, Well, backwards
and forwards, there is very strong vibrations, which are transmittcd to the weaker
chceks, restulting-in-the cheeks giving far more sound, than these vicinities of the bar,
and the back -at the post, which absorb some of the vibzation strength as far as sound
is concernad. i '

With a fairly ‘large centre part, in the vicinity of the. bar and the back at the
post extending to the checks, where the transmitting force is strongest, and leaves
but the che.ks to cover, and with the constant reinforcement of the vibrations, I-think
therc is 11ttle need to reduce the thickness of the plates when Ppproachlng the edges.

As far as to whether the Grain of the. breast should be wide or narrow I cannot
but think that a reasonable close grain would be best., As far narrow in the centre and
wider at the edges, I am a bit doubtful, and have always prefered the close grain in
the centre, but at the same time I think it could possibly be in some. or even many cases
the one may turn out to he as good as the other.

In a previous- Journal mention wag made off a small trough or ditch around the
inside edge of violin plates, this will almost-certainly produce more sound, but wether
it is good for violin tone is another mattor. Sound or vibration cannot be thrown over
the edge of a plate the edge must take the full force, and use it up, with the exception
of course of a small quantlty the air w111 take this proportlon being lost to the edge
of the plates. SEtF

With the ditch the vibration begins to discharge its force here which reacts
on the egges, without the ditch all the force goes. to the edges, and although the vib-
ration or wave delivers the same force either way, more is absorbed in the stiff sides
and edges, with a proportional 1oss of sound.

Perhaps what I have sald is: not Juet clearly to my mind in detall but I think
you will know what I mean, and as I have not much time ‘to say more at present, if anyone
has doubts to what I have saide I would very much llko to hear ffrom them, as we are out
to know the truth. Jhlch is more 1mportant.

= @1 =
Give me a senée of: humor,. Lord,
Oh give me the grace to ses a joke,
To get some happiness fro |
And pass it on to other folk.

veus.from the Legionaire

-0 = .
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VIOLIN MAKERS COMPETITIONS PAST AND FUTURE

, Sometime ago it was suggested in the Journal that possibly rules might be
drawn up governing the judging of violins in North America. There are many varied
opinions as to the different points which should be allocated to each aspect of beauty
such as tone workmanshlp and varnish etc. that the problem misht be too great to agree
upon.

It ic a matter which every Society contemplating a competition must settle
for itself. Having decided on the method of judging it should be the duty of the Society
to state 1n ite literature exactly the point system they intend to follow.

All ¢f which is really an introduction to a far more serious aspect of com-
petitions especially those taking place in foreign countries.

We know of one such competition held not so long ago where competitors had
‘extraordlnary charges placed against them to cover costs of handling insurance, trans—
portation from stations, packing and even postage stamps.

In the two cases brought to our attention at this Bhow the charges were $40.00
and 349.5C. This in addition to the regular transportation charge to and from the Ex-
hibition. '

We have every respect for the embarrasment of this society, which apparently
operatirz financially on a very narrow margin, and perhaps also through lack of planning,
were obliged to pass on these costs to the exhibitor, but we do feel that if the exhib-
itor.,is liabl: for such costs then it should be stated plainly in literature previous
to the Exhibition. ' ' ' )

Thie is the point we wish to makes— All 8Bocieties contemplaing a competitién
should draw up a complcte set of rules governing the exhibition. The expenses to be
pald for by the exhibitor should be plainly shown, together with date of delivery etc.

Should the Society inend to impose oth.r charges besides transportutlon then an estlmate
of such chargses should be plainly given. s

Ta the case of an International Competition these rules should be prlnted in
at least thres languages.,

) Many ccmpetitions do specify these conditions. We arc only at this time
reproaching +those who do not.

In the casec of the Exhibition mentioned the drganizers have not only harmecd
themselves busg thbl“ aCtlon will be reflected in other competitions. Exhibitors will

be prone to exclaim "never again’.
L

Ws don‘t want this to happen. Competitions are important and valuable to
the meker vho wishes tc have his instruments evaluated and to coupare them with other
naker's instruments.

Let us first sec that these things are attended to then support our exhibitions
and sec that they flourish as they have every right to do.

.-

-0

Churacter is not made in a crisis
.~— 1t is only exhibited....

=05
rage A



our advertisers make the journal possible.

HEAAHAAHRFAAAFFRARFRGARAHFRERAFFHAFERFE A F A FEHBF IR FE SR FFFFAFRFFFAFHRAR RS HE A FHRA R A H RS H

GEO. HEINL & CO. LTD.

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

BEFSA R RFARRERFREFEEHVREARRF A HRBFR LR RFRRAFBFFRSFFRERR S HFRF AR BAFBHA AR R AR FFH AR FRR A AN A A

DON WHITE
VIOLINS

HAND-MADE TO THE EXACTING REQUIREMENTS
OF THE STUDBENT OR PROFESSIONAL ARTIST,

‘““ THE ACCENT IS ON TONE '

4631 WEST 14TH AVENUE, VANCOUVER 8, B.C.

PHEHFHRARSERFAEFFFFRFARFSABFFAF A ES SR EFF B IR A HBAF RN SRR SRS RFRFFH AR AR AR RE A HFRH A

Witali Import Company

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

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



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

SHRRRERRRERR R TR RAR AR RERAT AR RRIAAARAAAAAF AR AAARAR AT A BRI AAAAAA AR A AN AR AN

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

DUBENDOREF, near Zurich (SWITZERLAND)

########################*““#*‘**##################*#######################################

William K@CUOTS and Son

STRINBED ORCHESTRAL i NSTRUMENT S]

'EVERYTHING FOR THE VIOLIN MAMER AND THE VIOLIN PLAYER.

Well -seasoned imported wood.......Tools, Fittings, patterns, varnish.

Books on Violin making, varnish and Violin Makers.

Send for free catalogue of Books, Instruments, Bows Strings, Cases Etc.

. -

/ILLIAM LEWIS & SON, 30 E, ADAMS ST., CHICAGO 3, ILL, U.S.A,

PUBLISHERS OF VIOLINS Aﬁﬂ VIOLINISfS. A MAGAZINE FOR SleNB OEVOTEES. .

################################################;;ﬁ####f###*##############################

Eneyclopacdie Dectianary
OF VIOLIN AND BOWMAKERS - BY PROFESSOR WILLIAM HENLEY

The Dictionary, text in English, that is different. Each volume contains
approximately 2,000 names of makers and describes Model, Workmanship,
Varnish, Tonal Performance, and today's prices. Fihest and most compre-
bensive*work ever te be produced at an amazingly low cost. 65 years spent in
its preparation. Published in four volumes. Vols. 1 & 2 now ready.

Standard Edition, 5 Guineas (15 Dollars) per volume; De Luxe Edition, 6 Guineas
(18 Dollars) per volume. The De Luxe edition is bound in real leather with gold
lettering and is numbered and limited to 250 copies. A Standard Work of
reference that is a necessity for ail those interested in stringed instruments.
Send far your copy today. You can inspecba copy in your local library.

AMATI PUBLISHING LTD.

44 “The Lanes,” Brighton 1, Sussex, England



ON THE SIDE LINES

by Leo D. Larsson
San Francisco

As one who appreciates having available The Violin Makers Journal, to my mind
the most valuable publication in the English Languasge ever available to the Violin
Maker, I would like to give some observattons.

In talking to old professional violin makers, and having read about one hundred
books, probebly most of the important oncs published in English, I am struck with the
great amount of repeated experiments by makers down through the years. True, sifting
through the experiments might just turn up something overlooked before, but quite often
the experimenter is unaware that the idea has been investigated previously and what
conclusions were reachead, '

Worthwhile results of repeat research using the same basic matorials is shown.
by the work of Fry, Michelman and Sangster. Looking at the United States Patent Gazette
through the years is'a revelation of what has been tried to improve the violin. The
Gazette only publishes the patents granted. What about the efforts not granted patents,
or for which patents were never sought? Believe me it is fantastic the amount of wasted
effort. - A

The Journal should be in a position to direct and channcl somec of these exper—
iments. Fortunately for all it is able to give the findings of such scientifically
trained rescarchers as Dr. Saunders and associates, Mr, Skou, Mr. i¥ichelman, top inter-
national makers such as Mr. Sangster as well as others. I would susgest a maker try to
find out what has besn done before on an ideca before going *nto timc wastings efforts
of which he quite often is ungble to evaluate the results. Careful study of Dr. Saunders
work can save a lot of time, =

Our good friend Don White has started research on Del Jesu thickriesses and
mayhe Dr. Baunders should move in here also. Without further long ‘discussion the foll-
owing brief observations are offered, drawn from personal experience, contact with
violin mekers, violin connisseurs and the lltvrature of v1011n maklng ‘and history which
maybe of value to others. ;

The top French makérs of the last’ century had all the best Italian instruments
go through-their hands. " Resultst Tho French workmanship was equal or better than the
Italians, they copied thicknesses down the last decimal of mm, even enlarged the model®
with heavier gnd larger edges, but they turned out Lupot's, Gand's, Vuillaume's etc.
‘The"Italians after French 'bars, blocks, linings and necks were still Italians, in wost
cases’ improved Italians. = - ' ;

It is said fewer makeérs are tonally successful with the Guarneri model than
with Strad or othcr models. Don you have a tiger by the tail,

It is claimed that a violin with a weak thin back will lack carrying power ,
An instrument with a weak back or/and with a weak neck will not stay in.tune when played
in the highkor positions.

; Thicknessing mpthods of the various top Ttzlien makers varied a lot, with
different tons quallulos, butvLacy dgrc classged as supreme:emlcers evsry one of them.

The drawingg of the Honcyman draftsman =zrs incorrect. He did not copy the 'in-
struments as they were but how he thought they looked when new. Result: for one thing
the edges are over sized.

The problem with most makers is they seldom get the chance to sec a number of
top instrumcnts so as to he able to maze a clam study of the differencss. Anothur thing
they pmnobably do not heve the council of an experienced connisseur to guind their obser-
vetions, -0 -



A VIOLIN IS NO BETTER THAN ITS VARNISH

by William M. Martin
Burlington, N. J.

If anything I write scoms boastful or arrogant plcass dismiss them from your
mind as I em only trying to be truthful and honest and never mcan any offence.

I have:-given up violin mdking and am spending my remaining days trying to
correct a prohlom I have with filler. No authority yct has said it isn't the same thing
as the Italian #asters used.

Here is what the best authority I know of saide. "Bill is duplicsting the
old Italian Violins. also, your violins are the best I've secn since I came to this
country.}’He camé here from Italy about 60 years ago, and is the 6th or 8th gencration
of Italian makers. He also said there isn't an authority in the world that wouldn't
say they werc ovar two hundred years old after hearing them playwd.

The thing I must find out is Lo pravent its too drying. The Italians had the
same trouble. .iven mow lots of the Italian vinlins arc too dry and loose there +one,
then they must be restorcd hy an expert. The way they are resteor:d is done by using a
hypodermic ncedle containing a certain fluid into .the top at various places and then
poliching the violin to hide the holes made by the needle.

. When we hear violimists say certain Itialian violin#had no tone, chance are
they necd to be resotred. S

I mentioned in my last lctter that I could tell an Itelien violin blindfolded,
well here is how to tell. The Italians violins always fecl coeler than the fadory or
modern made violin. {hen you feel one, do not fccllwith the fingers, but with the
thumb pad ﬁbase of the thumb) of the hand as it is morec sensative. (ask a Doctor)

The dMakcrs today arch, there tops and backs backward. The Italian makers always arched
there tops and backs lengthwise and not sidewise I know this is difficult especially %
the backs as:pieces will breack out of the curls. In this case rough back out to
within an 1/8th or 1/16th of an inch croasways then finish it lcngthways with files

and scraper=z. This i1c one reason the Italian archinee look so much bectter than the
modern violin with th-re stiff, hard, lool. An Italian violin looks pliable and not
rigid looking. ‘

I am going to write somcthing now almost cvery modern violin maker will refute
but the authorities won't, and that is that the wood in Italian violins do not produce
tons, the fill.r and varnich produccs the tone. #hen we hsar a wéody ton: the violin
is not good. The wood mcarly vibrates the filler. The varnish the Italian applizsd to
the filler is pure Amber. ' '

. Ambop applied to the bare wood is no good, therc must be the correct filler
under the ambar. - '

If Strad had left say 20 violins in the white and if they were given to 20
modern makers to varnish - those violins would probably be worth $200 or %300 apiecc.
If somc medern makers made some violins in the white and could bring Strad back to .
varnish them, they would no doubt be almost as good as the Strads.

- ~-
WISE MEN sometimes make mistakes: FOOLS continue to make them.

. S -0 =~
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AN INVESTIGATIO:! INTO THE GRADUATIONS OF
STR&DIVARIUS AND GUARNERIUS VIOLINS

by Don White

One would imagine that the material so far presented in this series would be
sufficient to awaken the minds of all our readers to the striking fact that the orthodox
graduations, at least for tops, given in nearly all text books are not of the same
pattern as thosec used by Strad. ‘ '

Yet I receive lstters from our rcaders vigorously upholding the text book.

" graduations. The peculiar thing however, 1s that not one of thecse writors has been able

to rebuttal me with the phrase "Strad did not do it that way!" and for one very good

reason., vizs All evidence points to the fact that Strad did do just what I am endeavor-

ing to prove. ‘ ' 2
A carcful pursual of the following contribution by Kristian Skou should convince

the most sceptical that reducing the thickness gradually from Bridse to edge is wrong.

The only argument to my mind is in the question of what parts should be thin. '

I hopc my readers willﬂstudy Mr. Skou's remarks in all seriousncss.
MR..KRISTIAN'SKOU'S CONTRIBUTION:

The thickness-msasurements from old master violins given in Mockel's ook are
or great m:rit to him, but although his book is perhaps the best existing textbook in"
violin making, strange to say he himself is not drawing the full consequences from these
- measurements - as I shall try to show you,. ' IS EEE ' = ==

7 Thst he should make the inside first is a mistake. First he forms the outside,
marking:the curyes by use of the drill, and after the outside has been finished, he ;
forms:the inside in similar way. I have no templates of his eldipticael inside curves
but such:we can deduce from his book. ‘ e e, :

.. First we can talte the back. Drawing "1" shows the insi-e thickness-curves
for ;a Mockel back. As you.see, the curves for equal thicknesses are placed nearly
symmetrically round the central part, but if you confer with the measurements in his:
book, you will notice thnt nearly all the old masters have morc wood between the centre
and the uppcr block than betwecn the centre.and the button block - and why? Because the
neck transfors the pull from the strings to the back as a forward dirccted pull, and t
this pull is varying in time with the vibrations of the playcd string — in other wordss
vibration enersy is transfer-ed from the neck to the back -~ and especially to the uppér
part of tho back, and this part must'not be too thin,if it shall lcad the vihrations
.backwards. Drawing "2" showsg the thicknesses from one of my own backs. I should think
- these thicknesses are more alike the old ones. ‘ A

. Thickness~ecurves for & Mockel top are not existing for thc reason that he made
.the top equal thick all over except ammall arce round the "f" which he worked out some-
what, thicker (Drawing "3"). Mockel says that the old masters did not leave more wood

in their violine than absolutely nescessary, and that is right, but he says also (end
many others with him) that in the hest of Stradivari's violins the top was of equal
thickness all over (except the smail :area round the "f's" which all old masters held a
littlé'thickerg. ‘Certainly there were small variations in the thickness, but that was
only flor thc reason that he was not able to measure quite exactly. I dare says it was
not because of that. Thers 1s a very good idea, indeed, of his thickness - variations.

A Staincr top, ‘a top from members of the Amati family,. and frommany other old
maBters has the greatest thickness in the centre, but in spitc of all tonal beauty on.
the A and E string, the D and the G are quite insufficient espccially re arding the
quantity of tone. A violin cannot be egal (even in tone? with this Xhicﬁnsss graduation.
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Stradivari, Guarneri, and a few other old mestsrs have realized that, and their tops have
relative thin contres. Often - but not always - the centre is thinner than the nearest
surroundings - and why?

Let us consider the tone productlon 0f. the v1011n, and: bspbc1ally thc function
of tho sound post. I have sccn many emplanations of this function, but nevetr the right
one. The usual supposition is that the sound post transfers the vibrations from the top
to the back, ana certainly it has also that function to some extent, but it is not its
principal function. DMdMost of the vibration -~ .energy is transferred through the air volume.

. Another assumption is that. the sound post is fastening the right foot of the

. bridge so that the left foot is.able to act on the bass bar side.. . Nor that is right. .
The vibrations are transferred from thce strings to the bridge as horizontal movements:in
the upper part (slow movements in the direction, in which the bow is drawn, and auick
movements in the opposite direction), and the bridge transforms these movements into
vertical movements of the feet, these again acting on the top. The principal function

of the sound post is to serve as a rock-point pivot (sece-saw—point, or what shall we

name it?) for the right part of the top centre, the part in front of the sound post for-
ced down, when the tight bridge foot acts downwards, and the part behind the sound post
at the same timc forced upwards. When subseauently the right bridge foot is moving
upwards, and the left bridge foot is forcing the bass bar side down, the reverse see-saw
movement takes place. If you take a strip or plate of cardboard or venecr and fasten its
two ends to a board in the way that the free middle part is forming an arch, and then
place a "sound post" on the right side between the vencer and the board, and act with

a bridge (or two of your fingers) altcrnstely up and down, you hove a sort of slow-motion
model, and can study what happens). While th& bass bar side only can follow the movements
of the bridge sc far as its own frequency allows, the see-~saw movements over the sound
post can follow the bridge to the highest audible frequences (and notes controlled
frequences - not the uncontrolled longitudinal oscillations as if the sound post is
missing), and it is intelligible that the placing of the sound post in proportion to the
right bridgc foot, the thickness of thec top in that place, and thc character of the wood
is of gruvat importance for the tone quality (and quantity) of tho violin. As we can
imagine - or notice at the "slow motion model™ - the area just in front of the right
bridge foot is concerning the vibrations. in opposite face to the rest of the violin,

and irregulerities in the tone production caused by interfercnce can result from that.
In order to diminish the. interferring arca I once as an experiment took a violin, and .
at the inside of the top I worked out a desep transversal groovs just in front of the
right bridge foot. It cauvsed a much hetter tone production, Of course, I cannot re~
commend this method, but a similar effect is obtainable if we work out the centre area

a little thinncr than the surroundings. Stradivari haw often done that, but not always,
for also-other things have to be taken into consideration. The thickness and “the guality
of the wood in the centre area is of great importance for the ton: character. The oscil-
lations of a violin plate are a combination of transvecrsal and longitudinal factor,
forming shrill overtones. For that reason it is important that the area where the waves
dre formed should not be thicker than necsssary. However, the ideal thicknesses for
transmission purpose of the rest of tho top plate have no constant proportion to the
thickness of the centre area, but depend among other things on the quality of the wood
and the form of the arching. For thet reason e universally usable thickness diagram -

for a violin top cannot be given - but only the principles from which we can work. I

am sorry, but I do- not think I can say it more exactly every case calls for consideration.

But as an 1llustrat10h I can give you thc thickness dizgrams for two of my
violin tops; drawing "4". shows the top belonglng to the back in drawing "2", and drawing
"S" shows thu Pearyland top. As you ssc the edge is somewhat thicker than_the centre.,
In several other cases I have combined similar thicknesses with the "Saunde: '~ Groove"
-along the upper and the lower bouts, but let me advise you in casc you will try this
arrangement only to work out the grove on the bass bar side. H-rec it really has a good
effect on the tone production, whercas ths samec cannot be said about a groove on the
E-string side.
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You will notice that a Mocksl top has more wood than a Stradivarius top. Mockel |
says that most of the tops from Stradivari's violins are too thin, and for that reason
many of his tops have been deformed, forced down by the pressure from the bridge. That
many of his tops are deformed I sahll not deny, but the cause is - not that the tops are
too thin'= but that the violins have bzen neglected. The bass bar has to be so strong
that it prevents the left side of the top from sinking down, and if there should be a
tendency in this direction, the bass bar has to be rencwed., Likewise the length of the
sound post has to be regulated. If a top without regulation in timec of bass bar and
sound post shall resist deformation from pressure, it has to be so strong in wood that
the violin cannot play. Mockel says also that many old violins -~ also Stradivaries =
have lost their tone. They have been "played out". And I am sorry to say it is right.
But thin plates are not the only cause. Also here a certain form of neglect is contri-
butary. Wood is hygroscopic, expanding with humidity and contracting with dryness. VYe
can treat it with linsesd o0il or anything else it is still hygroscopic to some extent.,
It is the dryness that is dangerous for the violin, especaidly in winter in central
heated rooms. The contraction causes a horizontal stretch in the plates. The fibres
of the wood and the micro fibrilles in the cell wdls are held together mainly by hydro-
gen lirkages -~ not very strong linkages, which can bes broken by outer influence. What
happens, if a violin with stretch in the plates is played vigorously? The linkages are
loosening, the elasticity of the wood is declining, and the tone? ‘'ell, perhaps we
notice that one note ~ especially on the E~string — loses its intensity and brilliance,
then another note, and so forth. The violin has lost its responsibility, it.is tempor—
arily "played out". If we allow the violin to rest without playing in a place not too
dry, it can regain its responsibility, the linkages finding together once more, but it
is only a bad remedy. If we continue to play the violin in this condition, it will lose
its tone forever. Vhat is to do with the violin? Always avoiding dry rooms? No, it is
nearly impossible. The re¢medy is to loose the plates from the riks, allow them to dry
out and contract, and then glue them on again. But that has not always been done with
the old violins," .

For the rest, I have constructed ribs in such a way that they are always
following the hygroscopic movements of the platcs, causing that stretch in the plates,
will never occur — but perhaps I shall return to thatenother day.

=5 0) =

U“O mmlf@l 35&@”}()\37((,&‘ _ |
| fU”/‘““n yov Yile )/’;\LC'RH CSSES
fazge 11



=

- INSIDE
OR TFliie Kw s

L. %30 v

[ L over

/o .
0k KEL  wmHickewess
%SU»‘ LA R TR BN ,TQP(INSun_:

/ S WY 2.') V
27 \\}

P

RSy L  \"
= // S 1—;' 27'

TH1tC 1< wi L:’\\-‘\ f-"!./”(}/‘.‘.e.

FENTS




Our advertisers have faith in us - Why not support them!

REMBERT WURLITZER

VIOLIN MAKERS § AND DEALERS

RARE OLD AND NEW VIOLINS AND BOWS
LARGEST SELECTION OF ACCESSORIES AND SUPPLIES
FOR VIOLIN MAKERS AND REPAIRMEN

<4 SEND FOR PRICE LIST

s

REMBERT WURLITZER - 120 West 42nd Street, NEW YORK 36, N.Y.

®

TAKE COURAGE

THERE 1S ORE FACT WHICH |S S VERY OFTEN OVERLOOXED BY THOSE #%HO STAND IN AWE OF
THE GREAT ITALIANS, AND THAT §S: WERE IT NOT FOR THE INGENUITY OF THE MODERN MASTER,
THERE WOULD NOT BE ANY GREAT MASTERPIECES LEFT FOR THE WORLO T8 ENJOY,

CHARLES 2. SKITH.
VIOLIN MAKER

INTERNATIONAL SALES COMPANY.

HEADQUARTERS FCR VICLIN SUPPLIES

VIOLIN WOOO AT A BI1G SAVINGS. SEASONED SPRUCE TOPS - ONE AND TWO PIECE
QUARTER SAWED MAPLE FOR BACKS, VERY SELECT QUALITY.

EBONY FINGER BOARDS, PERS ETC. GUR ASSORTMENT QF VIGLIN SUPPLIES IS
COMPLETE. - SAVINGS ARE TREMENDOUS. WRITE FOR PRICE LIST,

LUIGI NICOSECO OIL VARNISH — THE WORLDS FINEST.

ENHANCES THE VALUE OF AMY VIOLIN. TH{tS {NCOHPARABLE OIL VARNISH IS
RENOWNED AROUNO THE WORLD FOR ITS SUPERIOR EXCELLENCE. NEVER SMEARS-
NEVER CHECKS~I®PARTS A MOST DIST{NCT!VE FINISH TO YOUR VIOLIN.

NOTE THESE LOW PRICES FOR SUCH SUPERB QUALITY
NEUTRAL OR ANY COLOR DESIRED; PER PINT - $3.00, 2 HZ BOTTLE - 75,

1 D0Z. ASSORTED 2 0Z, BGTTLES - $7.80. PRICES F.0.8, BALTIMORE, MD.
SEND FOR A SAMPLE ORDER TODAY AND ASK FOR THE VIO IN MAKERS SUPBLY PRICE LIST.

INTERNATIONAL SALES COMPAMNY, 414 EAST BALTIMORE ST. BALTIMORE 3. MARYLAND.U.S.A.




DICTIONARY OF VIOLIN & BOW MAKERS

~WILLIAM REEVES Bookseller Lud.

Conslderable stock of Scarce Books

Monthly issues are now discontinued, on the Violin Family and Vielin Making

Remaining volumes will be published Books on Music in all its Branches
complete and bound, Volume 1 now ready, SR

PRICE § gns. De Luxe 6 gns, SEND FOR GCATALOGUE,

B N

la Norbury Crescent,

AMATI PUBLISHING LTD. London,S.W.16. ENGLAND.

44 The Lanes, Brighton, 1, Sussex,
ENGLAND. Brighton 21220

THE

VIOLIN HOUSE OF WEAVER

SINCE 3G 1898
FASTERHLTONE
Artist Bows - Violins MAKER W Fine Repairing and Restoring

Yiolas - Gellog - Stl‘il’lg Basses Q'Vaz/z’ington'i Exalusive Violln House

Fine Bow Re-hairing - Strings and Accessories

Large collection of Fine Old Violins always carried in stock

The Violin House of Weaver ian,c. street, N.W. Washington 15, b. €.

OLD ITALIAN
CEMONA VARNISH FOR VIOLINS

HIGH ALTITUDE ARIZONA
AGED TOP WOOD

FILLERS FOR TONE.
Reddish Brown or Clear White

USED BY LEADING VIOLIN MAKERS STAIN FOR SHADING, EASILY APPLIED.

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

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.




PRESENTATION OF THE LATE ERNEST LINDBERG'S
VALUABLE VIOLIN TO OUTSTANDING ARTIST

As mentioned in prev1ous issues of the Journal, the Lato Ernest- Llndberg, who
passed awey last fall, bequested that his beloved violin "Jenny Lind". be given outright
_to the most promising violin student in the city of vancouver dur:né the year after his

death. -

The Violin Makers Association of B.C. had presented Mr Lindberg, before he
died, with a very fine violin case in which to place his beloved instrument;

A committee had been formed to choose a candidate and after attendlng the
Vancouver Competltlve Musical Festival unanlmously choose Helen Hagnes, an eleven year
old student, as the winner.

. The whole story connected with this presentation is told by Jack Wasserman
in his column which runs daily in The Vancouver Sun. The following is an extract from
Jack's column, the story told as only Jack is capable.-

"STRING SONG"

The applause finally subsided at the B.C, Music Festival the other night and
adjudicator David Griffiths named 11 year old Helen Hagnes the winnsr of the junior
violin section of the competition. Then he presentcd her with a violin named "Jenny \
Llnd" and, as you've probably guessed a story goes with it. \

Many years ago Ernest Lindberg came here from Sweden and eventually began
making violins. He made 14 fiddles in all but his pride and joy was & copy of Jascha
Heifetz! Dolphin Stradivarius. Vhen Lindberg completedthe instrument in 19%8 it was
given an award of excellence and visiting violinist Micha Elman once ran a few scales
on it and nodded approvingly. Lindberg called it "Jenny Lind" for the "Swedish Night-
ingalée". Perhaps he knew his instrument wasn't quite good enough to satisfy a virtuosos
But he dreamed of the day a young virtuoso in the making might make his violin sing as
a nightingale should. So he locked for a young student of outstandlng promise. But
young students of promise are -rare in these parts. Last September Ernest Lindberg died
leaving his quest in the hands of fellow violin makers. LastSaturday night 11 year old
Helen, with only one year's tuition scored 91 points in the competition. ' The violin
makers with the help of adjudicator Griffiths decided Lindberg's quest was over.

2 @

If a little knowledge is dangerous , where is the man
who has so much as to be out of danger ?

Thomas Huxley.

wHY IS THERE NEVER ENOUGH TitE TO DO IT RIGHT BUT
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VIOLIN TONE AND CRITICISM OF THIN CENTERS

by Norman Miller
Queensland Australia

I em in compete agreement with the suggestions that violins be judged on their
tonal quality firstly; and put the question as to why cannot something be done to try
and invoke the folk who hold competitions to judge in that manncr; Tone firstly, cabinet
making secondary. As an association of some standing cannot this suggestions be brought
to the notice of violin-making competitions. Rev: Geo. lright recommends a North Amer-
ican Association. Good! Why not a Universal Associatidn‘in which makers of all countries
can become members. Greater Unity, Prestige, Solidarity.

In reference to tonal quality, and comparing the accepted mann.rs in which we
are striving to emulate Strad and the makers of 1600-1700 era. Let us look at this
coldly, and not be ovcercome with how a good Strad or Guarncri sounds today, or be gov-
erned by some writers with their own superior thinking on tone of a Strad as it is today,
or how it was intended to sound by its maker! I agree with P.F. Wright in the January
issue of the Journal, but still think that the tone Strad and Guarncri aimed at was not
the tone of today, and I quote; "Dolmetasch restorecd to donditions obtained by one maker
(presumably a Strad instrument) the..strings thinner and shorter, bass-bar light, flat
bridge etc; the tone thon was of ethereal fluty quality, marked by an entire absence_of.
"bite" and on no other type of violin can this music of Bach's be satisfactorily rend-
ered. (Bach's contrapuntal music for the unaccompanied violin) an effect utterly diff-
erent from those who force the strings of a "modern" violin. With the short light bow of
the day tonal quality is ~uite unlike a modern Violin", : '

i " Let us imagine “then that .wé are going to build an instrument to be played on -
as in 1700, accompani:d by a Spinet or Clavicord, and played with the ‘old type bow, : .’
Would we use the same tap-tones and graduations as we are using now? Does it matter if
we do or do not?. Are we placing too much importance on these tap-tones and such, for if
an instrument is built for such totally different requircments, and yet is able to be
adapted to be successful in either, surely means that the tolcrance in this matter is °
very great.

henol ol bds: RUSTEC 6L LI00 %ﬁgyawgafsl Subh i&?a A T ARl

by the way in 1700)¢ He would be chased out with hls noisy and singularly” tone instru-
ment, I do not think that even a solo artist of 1700 would accept the tone-power com-
‘bination, and if Strad was such a clever fellow at designing tone, why did he not put
in a largar bar, lengthen the neck and mortice it, use a longer fingerboard, higher

bridge and advocate higher pitch? | No, they were making violins to be bou%ht and played
then, and if they brought the plates to a tap—-tone it was for the fluty e hersal- (thin?)

tone in-demand. We must give those 16-1700 mekers credit for being craftsmen for their
day, and, as the makers of 19-2000 making violins to be good now with the tonal require-
ments of today. The 1700 beys did not forse. that pitch would rise by 3Ocps. Do any

of you now imagine that in anoth.r 50-100 ycars pitch will sgain rise by %0 cps? Maybe
the wheel will turn and spinets and harpsicords again in favour, and small voiced fiddles
will be built to match.. I beleive then, that those excellent craftsmen of 1700 were
striving for and building in their vinlins a tonal quality unfamiliar to us, but well
known to them, and they sought to make a violin that had the 1700 tone; if they knew

of the tone of today they sought to repress it, not producc it. The sound post of 1700
was plazed much futher back then it is today! Put your sound post back by a quarter of
an inch and listen —— even in a modern violin the tone hecomes small. So, are our
present day theories of tap—-t-ne to a given C and D, based on our present nceds, or
because 'Strad did it" as R. Alton and Heron-Allen maintain are we not confused in try-
ing to copy a rejuvenated Strad violin by imagining that he built it that way for todays

tonal reguiremcnts. Admittedly some of the rejuvenated violins are wonderfully suited
for to-day, and full credit is given Strad for his craftsmanship, but that wonderful
tone would scem to be due as much to the rejuvenator in his placement and selection of
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bags—bar, soundpost, bridge and neck. Strad and Guarncri did not mortice in their necks
gou now! The small.r bass bar 8 or 9 inches long lay exactly parallcl to thc centre
join, Not at an anglc as today. I wonder how much alteration to thicknesses was carried
out by the rejuvenator? Almost blasphemy, but we must have clear thought and not blind
acceptance of garhlsd facts.

Kreisler says that of all the Strads in existance today, only five or six are
rcally very good, and in reference to Carmen White (Jen.issue) and buyers not keeping
their instruments (modern ones). All the virtuosii secm to sell their Strads and del
Jesu's every so often. Of courtc a chance to make a profit may dcoide them, but it se ms
that they grow tired of even the supreme instruments and buy another, that for a time
it becomes th . ir ideal; so the amateur maker is not alone in t»is. Kreislor mentions a
Stred that he bought for %4,000.00, and in most poetic language says —— "for some unknown
reason it was antagonistie to me¢" and no matter how hs persevered it did not sound well,
If thet instrumcnt had been made by a modern amateur or professional he would have perhaps
said, "No Good"! Or purhaps I would have said about that Strad using Australianese "It
is no be——-- good"! But wec are not allowed such blasphemous thughts, it is infra dig
and most untraditional, and, it will be admitted it 1s not good politics in the violin
world to commit such sacrilege.

The first paragraph by John Lawson in the Jan. issue, leaves me aghast. First,
it conccives in my mind an image that amateur violin-makers are a race of slightly sub—
normal folk who busily and rath r avidly scamper about producing f.eble imitations of
violin instruments, holding them up for approbation with the pitifully apocaling air
of a méntally deficient person who has brought a bauble for you appreciation and reward
of a slnd word.

Stand on your feet, and manfully ask $100-5200 or even more for your work on
its morits! The average that I get for my work hep is £120, that is 3240, My second
‘viola, a Tertis model, sold for £150 to the leader of the viola section in the Qucensland
Symphony Orchestra. (He still has it after throe years.) It is an admission of failure
to ask ahd accept less than $150., It is an admission that the instrument is only "home-
madc" ‘and an imitation. Stand on your fecet, and if you use publicity suggested, give
solid truths and tell the buy.rs that modern hand-made instruments are quality instruments
worty of a fair price for the tone and workmanship put into them. Too many jobs and
ccrafts are being cut to picces by th. backyard worker turning in a gencrally inferior
job at half ths pricc.a tradesman can do it and live. If your fiddle is inferior and
bad, by all mcans sell it for an inferior price,

I have found that if thce instrument has quality, the buy r will pay willingly
its price. If it is consistant with» the qulaity that he wants. If tho fiddle has a
bad- responsc, or onplwoak stringz, he would not buy it for $10., but of course if it is
only worth $10. then that is all you can ask for it} '

The average public scem to think of an amateur violin maker in the same detach—
cd way as thoy think of other odditics =bout which their knowledge is vague and hazy,
and would rath r w1111n91y pay %100. for = factory made instrument than a "home-made"
onc. To me "home-made" is a dirty word.

Let the publicity be directed to establish amateurs worl: as quality work worthy
of a price in k.cping withthe craftsmanship infinitdly and devotedly glvun to produce a
quality instrument. Those instruments that do not msasurc up will soon set their own
pricc at their own lovel. Even somc Strads cannot he sold at $4000. while some bring
38000. and more, I am told. . e

In answer to your guery for a good reason why a violin should not be made thin

in the centr., I can only guote the lptuurs that I heve written quoting the old authors
who investigated this to some exactness, and who gave their theories on the findings of
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long. study of acoustics and the old masters way of building a vinlin. A study of the .
physics of sound will also show that the emanating. point must be hcavior than the edges
I have not seon-a. loud-speaer with thick edges, and .if you ask a technician if it is
good practice he will soon tell you that it does not work so welll VWhy build a violin
e¢ight inches across if you are going to lcave great chunks of wood at the edges, why

not juct build it-an inch or two smaller all round. I also think that if you build a
violin with a top plate any thinncr:than 8/64ths in the ccntve, it is so noilsy and
raucous that you. have to try and subdve that loud noise that is not music, by thickening
the edge to dampen the row! You have taken it away from the centre where it could be
used to give a lovely -uality to thz. tonc, and-as the emanating point is now producing
all the unwantud harsh noises by being so thin, you reduce the vibrating area by leaving
the elges thick"to.act as dampers to the vibrations carrying those unwanted harsh noises.
To my mind it cannot he done successfully. Much rather the commencemunt of the -tone be.
good having rec:ived its filtcerinz effect by the bridge and th. thickness of the plate
at-tho centre, the tone that is amplified by the area of the plate, issweet tone and not
raucaus noise. This sweet tone cannot he produced with a thin centre, - A brldge that

is too thin will give to some extent the same noisy result, allowing too many. of the
unwanted partials and scratchiness to be transmitted to the top plate. A too thin
bridge of courc<e dampens the tone, so we have the happy medium that suits. Once the
.tone has been given to the top platc to amplify, .a thin weak centre can only amplify

all thet is given it, noisc and all; a top plate thick in the centre and thin at the
edges 1s designed to remowve the unwanted scratches and noise and to add the. quality of
the wood, thus giving that much sought after tone sometimes called Italian. . On these
premises I base my construction, and only if I have a piece of wood of - such a hard
brittle nature that it must he worksd thin will I use a centre thinner than 1/8th of an.
inch and in no circumstances will I leave thick edges. I had once an old Colin-Mezin
violin and. it wes loud and noisy, no_swectness, barely capable of tonal graduation., It
wss,7/64ths ‘in the centre and over onc eighth of an inch at the ribs. A classical ex—
ample of this type. of. thicknessing. Still cvery one to his own taste and ideas, and

if you can maltc a-really good viplin of lovely cuality to that thecory, by all means malze
it.. If it.is not ontirely successful; at least it will have given a lessen. in. phsics.

—— It ‘has been said of my violins by those who buy th.m and othurs who have played
them, evon new off the bench, that th:ore is no harshness, and are devoid of scratch, ~and

no matter how hard the bow is put into them, the tone docs not break or becomec harsh and

scratchy:. I do not think.e thin centre - thick edge.construction capable of thisi Still
I could be wronz. I can quote from an article by Arthur Broadly in the "Strad" of 19%8.

"if the belly is less than 1/8th of an inch, it is difficult to obtain that wuality,

rich luscious, woody quality which is so characteristic of early Italian work. Should

be thick in the centre; gradually diminishing towards the extreme ends."

With all the practizal thought at my disposal I can only scc one obtaining
that "rich, luscious, woody quality" with wood in the cenire, at, as I say the emanating
-point. Remsber we are not building an instrument to be loud. Not the loudness of just
noisc. - It is a degree of loudness that keeps the tonal quality pleasant and acceptable;
not "the absolute possible loudness procurable, whlch is: what you et 1f you use a thinned

centre—-thick edge.
=L QL=

Reader: "Dear Editort What's the best way to find out what a
woman thinks of you?"

Editor: "Marry hor."
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TRYING OUT NEW VIOLINS
by Carmen VYhite

Some good ideas have already been discu=sed, such as trying out the violin in
an open field, near an open window, in a hall, using th: samec bow speed on all strings,
trying each string separatecly, and so on. It should be pointed out that none of these
tests are conclusive and that th rc is no conclusive test at all, nor can we hopc for
any objective and conclusive tests at ells Let us point out the difficulties.

First, the violin is a pcrsonal instrument, as porsonal as a- pair of shoss,
It is chosen on a personal basis; on the basis of "I like it" or "I don't like it" —— it
is subjective pure and simple, and no objectivity can take away thc personal basis of
choies or decision. Again, there is the predjudice against ncw instruments, or in favor
of certain old instruments, but against others, sometimes on th. basis of nationality.
It cannot be entirely climinated, Then, we have natural atmosphcoric conditions which
affect the performance of any violin at a given time and place. For example, on certain
days, the report of your favorite shotgun can be heard for a long distance, loud and
heavy, reverberating through the woods and back. On othicr days, the report of the.same
gun sounds weak, short, and canbe heard only a short distance away. Same gun, same shell.
So these atmospheric conditions sometimes affect the dccision atwa given moment only to
have the decision seriously questioned later when conditions arc more favorable.

§ However, many of the above difficultics can be eliminatéd by trying the new
violin along with a violin or two of known value and proven performancc. 1 do not believe
~much can be proved by running up and down th¢ individual strings, even if ene is tested
immediately after the othor. The ear is easily confused anyway, and cvery person has

his own individual idea of . tone, based primarily upon what he grew up with. The best

test would seem to be the actual psrformancc of a great major work from the vielin lit-
~erature =& Bach Sonata, or a major concerto, such as thc Beethoven or Brahms Concerto.

In performine a major work, the instrument has a chance to be heard in all the variations
of tonal beauty and power, with all the bawings, nuanccs, double stops, chords, flowing
and singing melodies, brilliant spicatto passagcs, and the whole gamut of violin tonal
“effects., A defiecient instrument is sure to show its deficienceis, as is a fine instrument
is sure to show its superior tonal qualitiss! The word of thec performing artist should
carry weight in decisions here; he can say with auvthority whether one instrument speaks
and articulates better than anoth:r, and whother the reserve and resilicnce of one is

sup rior to the other. Of course it is'a good deal like selecting a pair of shoes! One
artist may praise a violin while anothur equally fine may condemn it! But that is the

way with famous old Ttalian violins also--it is known that certain artists p rfer Guarnar-

ius del Jesu violins to thosc of Stradivarius!

It is necessary to kecp in mind what a good violin must do! It must sound
beautiful, round, mellow, and-equal in the open tones and harmonics, end it must be free
of piercing charactecr or sharpness, éven when played hard. There must be no woodiness
or hollowness on the G string, and thc scalec must he even, a quality decidedly rare in
Violins. The tone must sound guickly and clecan in soft fast passages, yet, it must be
flexible enough to be huilt into great climaxes of tonal volume and beauty, such as are
necegssary in the Bach Chaconne for solo violin. Such a violin must kcep giving when it
is pulled by the playcr--it must "stay with him" when hc is delivering the great message
of the music itsclf, and as Kreisler once said, the instrument must throw no handicap in
the way of artisitc expression. To judge such an instrumont takcs more than one or two
perfunctory trials or comparisons; tims and patience must he taken. Such violins as
satisfy these conditions arc rare indeed, even among famours modern malkers, and among
known old violins--always th.re is som: defect ‘somewhere, but the génsral over all effect
must be good enough to overcome the handicap of the known defect.
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The most frequent mistake made is to juige on volume alone. The artists is
not so much interecsted in ths volune of the violin as he 1s interestsed in what he can
do with thc tone—-its expressiveness and hcauty. If he is an artist and if he loves
to play a certain instrumcnt, and ir th¢ instrument is a good onc, the artists will
2ot tone from it! And he will be heard! I recently heard a Guarnarius dol Jesu which
sounded wcak dull at first--but before the concert was over, it was sounding out very
majestically indecd, and filling thce large hall fairly well, although i1t could not be
called a robust tone-—yet, it was cnough. The game has been sald of many Stradivarius
violins. ~

Sometimes persons are prejudiced against certain colors--for example, I admit

‘being prejudiced against yellow and y.llow brown violins, and I personally like Orange,
Red, Orange-rcd, Red-brown, and dark hrowns--the colors found among the old Italian
Mast .rs—-but modsrn anilinc yellows and synthetic dyes do not sccm to adorn the fiddle.
Others may be prejudiced against certain styles of worlmanship, for examplc, Bob Wallace

* compgained that the judges objscted to a certain type of edge which he made in a new
violin. Now, had an Italian made such an edps, the chances arc the judge would have
said, "Well, a good carpcnter, but not a fiddle maker". How wronge such a statement
would be indecd! But thers is the prejudice we must face. I once saw an Old Italian
fiddle of doubtful tonal valuc, and the f holes were so bad that I commented on them to
the eminent connoissieur who was offering thc fiddle for sale at a big pricece. He said
"Oh, those arc very. interesting indeed--that is ths individual style of the maler".
Now, if" I were to cut such a pair of f holes in onec ol my new violins, that same conn-
oissicur would tell me I should be drivine a truck instead of tying to make violins!
And he¢ would be right about it! '$hy, thon would he not be as honest about the old.

- Itelian violin with.the crude 'f holes? This same avthority of“ered an old Italian Vio—
lin by a very famous makaer for a price well into five figurcs--but the violin sounded
poor indsed. T .commented on it an d sugrested certain changes in the nsck and bridge
which shiould make it sound as it should--but he merely shrugged his shoulders.and said,
"Why should I go to that thouble and expense-—you can always scll a fine ————— .violin
without all that". . Now, what.would hapocn to a modern maker if hc compared his fine
new violin with that particular old Italian Masterpiecce? You ses how onc could be dis-
couraged with this comparison businces? Do not tale it too seriously--win, lose, or
draw, makc the finest violin you can make and tru<t the future and musicians to take it
to their hearts and to make wusic. with itiaftcr you arc gone!l
4 . — o - v ¥

VIOLIN VARNISH AND HOYW TO APPLY
by Sczipan Kujawa

The entire surface. of th violin must he perfectly free and clean of dust, glue,
tool marks, scratcﬁos etc. Also remove dust from inside of violin. Now put on foundation
stain, which must be very light in color, generally an orangc yellow is used, let dry
thoroughly. Then sizs, a spirit size is best, soms use a turpentinc size, but never an
0oil one, do'not size hsavy, one coat is enough ., when dry, sand thoroughly and wipe frece
of dust. Violin varnishing from beginning to end is a batile agninst dust. Now put on
first coat of oil varuish, lct dry, sen rally about 3 days. YWhendpy, sandpaper, wipe
clean and put on second coat of oil varnish. The varnish is carcfully brushed out, and
flowed to an even color and surface. An artists oil brush is considered the best. From
4 to 6 coats of varnish are necessary for varnishing a violin, when dry, polish. Each
successive coat of varnish malking th. violin darksr.  The last cost is gencrally of
natural colored varnish. %hen polirhing the violin usc a soft cloth, rubbing oil, and
rotten stone. When thoroughly polished ramove 2ll traces of oil and rotten stone. This
1s very important. Then rub with the heel of the hand, or palm, if :smudges appcar there
1s still oil on the surface, wipe clian again, again polish with the heel of hand, when
you feul heat in the hand you know all the oil is recmoved and you heve a perfectly pol-
ished violin vhich will not dull off.
; -0 =
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¥USIC TI.7 CAMP — A CANADIAN VENTURE

(From a recent issue of The Times of London, England)
Contributed by John Lawson

A vistg®: to Canada might well ask himself, as he rides acrces the country by
train or car, what, if any, are the unifying qualities of this cmerging society. The
patterns of lifc sesm to be largely fashioned on the Amcrican plan; food, drcss, speech
all remind one of the sistsr nation. Canadians say thers is no distinctive Canadien
culturc, and ind.:d in a country wherc the vast spaccs betweon communitics defeat any
attompt at co—ordination, whure people live in ycar—round isolation on their farms, it
is difficult to sec where a beginning can be made.

But in music, at least, onc such beginning was mad¢ tun years ago, when a young
Canadian musician, Gilles Lefcbre, started the Jeuncsscs Musicalcs of Canada on the modcl
0f tho successful Jeunesses Musicales in Francs. Starting from scratch, he confined
himself at first to the French provinces and,encouraged, by results, reached out to the
rest of the country. Today, the movement has ncarly 40,000 members, many of whom live
in small communitics for which musical activities were non-cxistent until the advent of
Jeunesses lusicalus. Lefebvre, who is a violinist, is keen on giving young professionals
the chance of public app arancss, as he did, for instance, for Maureen Fovrester before
she became intcrnationally famous.

The pioncer movement gradually attracted individual patronage, Qucbec Provincial
Government and finally substantial supnort from. the Canada Council. From the outset
Lefebvre relied on arousing the enthusiasm and esprit de corps of young people. To
further this aim, Jeunesses Musicales acgquired nine ycars ago the lecase of a plot of
land in the Provincial Park nsar :lount Orford, about 100 miles from Montreal -~ although
practially a swamp then, it was the beginning of the J.H.C. Musical Camp. Today it is
a centrc of which he is the animating spirit, with an extraordinary mixture of musician-
ship, vitality and sound exccutive common sense. He has succceded in inspiring the:
¢ntusiasm of the young people in whosec work and play he wholcheartedly shares.,

The camp is beautifully laid out. The Assembly Hall, suitable for concerts,
is flanked by ‘dormitories, and hidden inthe woods are s1nglb bungalows which are ideal
for tsaching and practlslng.

Lefebvrs has enlistcd the intcrcst and co-operation of emincnt artists as teach-
ers; among them last y.ar were Pavl Torteli.r for the 'cello, Renc Benedetti for the
violin, Frans Brouw, Victor Bouchard and Rene dorisset for the two pianos and on: piano,
four hands, and many others.

Apart from tuaching, they give concerts to which not only the students but also
tho public are admitt.:d. The students thomselvwes have the advantage of public appearance,
often as a valuable debut, eith.r in joint concerts, or in thc case of exceptional talent,
in recital.

All this tekes place in an atmosphcer of the grecatest good humor and comradeship,-
to which lectures and discussions on contecmporary problems contribute.

Since the Camp is gituated in the Province of Quebec and the language princip-
ally spolzcn is French, it wouird be most desircable for ths closc Canadian ties with Brit—
ain not to be forgotten; to this end the British organization, Youth and Music, will offer

8 scholarship in 1960 to a young British musician., The Canadian founder hopes also to
secure ‘a professor from Britain,. ;

It must not be thousght, however, that nationalism enters into the scheme of the
movement. In its essence it is international, Its language is music, it appeals to the
best in youth and in this camp, at any rate, the response is unanimous.

3 - 0 =
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WOOLF
NOTES

by The Editor

TIME FLIES:

I could hardly force myself to writc ilay, 1960 on thc first page of the Journal.
It struck ms k.cnly to realize this is the fifth month -~ nealy half a ycar has gone by
since Christmas. Certainly the older one gets the faster time flics.

S5till one must admit spring on the Pacific Coast is delightful. Spring flowcrs
bloom in profussion the fruit trecs arc in blossom and the woods alive with growth, and
robins seek nests in which to raise a brood of rascals who will' 'eventually eat all our
strawberries. Each Sunday finds my wife and I (and dog, Laddie) roaming through the
woods, near whcre we live, enjoying ths smell of trecs and shrubbery. Myself carrying
boxes in which-to collect botanical "speesimens", a hobby of my wifc Lrika.

I have tricd to draw this poetic (?) piecture in order to encourage our readers
to do likewise. I fecl that violin makers should have a very strong attachment to
Mother Nature. A man that knows and loves his tries is far morg likely to handle and
sclect with loving carc those picces of wood with which he hopc ‘to build his masterpiecce
than one who takcs thom as a matt.r of course.

VIOLIN BRIDGE BY ELSWORT{ HILL:

The following extract from a lotter of Bill Hall's spcaks of tools and crafts—
manship and tclls a good story about ‘onc of the "Hills!quotes-—

111 have just received as a gift .the Jalovec book, betwecn times, I've spent a
wonderful day, so focl I must tell you something about it. The pictures of the forms,
and tools used by Strad, arc most interesting. Despite the passing of time, and the
use of modcrn machines, the sane models and forms are still in usec in Mittenwald; -which
bears our Mockcls reasoning: "To make like Strad, we should use the samc kind of form
he used. etc.". Personally, I detest articles that advocatc the usc of machines. One
gets to know wood throush the use of hand tools, as every piece is different — even
taken from the samc plank ~ apart from this, violin making is a handcraft, the othur
kind, a money-maling dcvice. O0ld Wm. Elsworth Hill mede the most bcautiful bridges, _
with a few simple tools, and remarked onc time, a violin makcr could make a good instru~
mcnt with a knife and fork. Onc time the curator of the Belgian instrum.nt collcction
was giving a lecture on old viols, and huld up a lovely old instrument with an exquiset-
ly carved bridge, rcmarking thorc wers no craftsmen who could make one like it {in his
day) onc of thc Hill hoys was present, and spo¥ec to the lecturcr — I think his namc was
Fetis = telling him: "My fath.r madc that bridge" (i/.E.H.) whereupon he removed the
bridge and showed the stamp undern:ath. I've scen somc¢ of the old man's work which left
me bewildered with its porfection.
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BASS BARSt

At one of our association meetings last winter we wore delighted to havc as a
visitor Mr. Sid Engen of Dauphin, Manitoba. It was a special treat to hear one of his
fine toned violins played by several of our violirist members.

......

On his return home Side wrotc me as follows:

Wt was a plecasurc and a privilege to mcct so many at the Violin Makars mecting
and to huar the discussion of the bass bar, that night.I find myself. that if one wants
a crisp tone it can .be aocompllshbd by bringing the centrec or highest part to a fairly
sharp point .and a mellovdr tone Ay a longer hump and morc gentle, it scems stranTe
that this variation does give a dlprrpnce. I have trizd both on the same violin, with
a.very markcd difference.

WMORE ON°SANDING DOWN FINUSHED VIOLINB!

I think I mention d in "Woolf Notes" somé months a0 that I made a practice. of
sanding ‘down my violins when they were finished in the "white" even doing this while
they are strung up. ' ' ;

It is rcomarkable how a little sanding changes the tonc. Mr. John Schnieder
of Cupcr, Saskatchewan te¢lls of his experiences with this same procedures quotei— o4
" I used Wallace red—brown for ton and th rest B.C. maple., The violin did not
sound well to begin with, I was advised that I had thc top too thick, at first it was
4 to 2.5mm at edges and it is also possiblc.I have the bar too heavy. I removed the
top and.-thinned it to 1/8th inch in the central arca. This helped somc but not enough.
Having playcd on it and laying around it pot sofled and dusty, Sometime-in December I
sanded it clcan taking o%f some extra wood too. Shortly after I decided to string it
up, it sounde¢d much better thon.. I again sanded some mors off the back and top and now
the tone is frecc and full 1it, has a mellow ruvdy qualluy and is even on all strings, the
G on the D strlng is of a rlnwlng qualluv)thls in ths first p081t10n.

I checked up in Mockuls book afterwards and there it says not to go bclow
2.5 mm near the edges. The centrc of baclt was 4.5 mm to 2.5 mm near the edges.

. Mockel says thc minimum thickness for back in good wood should not be less than
4 mm in the centre and 2.5 mm ncar. the cdges. The .tap tona rccommended is F? fo go below
F natural would darkcn the tons too much. From now on I will make the back as he says
and make the adjustmcnts only to the top. &

Mrs. Hutchins in hor gxporiments only removes wood from the topé. You can't
learn without making mietakes, thanks to the journal and Mr. Hall I now know much more
than I did when I mad¢ this violin and should do better to begin with the next time.

Here are somc intoresting quotes from Mockels book on the tone of violins that
are graduated too hcavy in wood, thos: that arc rieht, and thosc too thin.

Found on page 39 quotst—~ "It is proven that of the followings: Thickness of top
and back, arching, varnish, varicty of woods, form, f holes etc. that namely thickness
of plates influence tho quality of the tone wmore so than any of the oth.rs.

A violin too thick in the wood sounds bright, hard, nasal and (schalmeinhaft)-"
(Schalmei is a vari-ty of musical instrument that I don't actually know, the word in
brackets means like this in tonc). The word is German and I don't know the English word
for it. /22
- 0 k=
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NORMAN MILLER ON T.V.:

We are indebted to Mr..NOrman Millcr of Queensland, Australia for the many
interesting and holpful articlss on Violin Construction whish appear in the pages of
the Journal.

Last month Mr. Mill .r was commissioned by the Australian Government to present
a Te11v151on Programme with himself as chi.f "actor .

Norman took his aypdicnce, of many thousands, through thc procedurc of making
a violin from Raw wood to the finished instrumcnt, explaining ‘as they went the technique
of violin craftsmanship. - At tho end of the programme onc of Mr. Hiller! s very fine
instruments was played by a well-known violinist. The whole event was a “complote success.

Alfredo Campoli who is at present touring Australia played upon a Miller
violin and pronounced it one of the best "new" violins he had ever; played.

HOLIDAY T IME:

In order that your Editor may eonjoy a short breathing spell we arc planning
to miss eithor the July or August issue.

The June issuc will be delayecd till towards the end of that month. So as to
shorten the gap, . The following issue, after the holiday pcriod, will be an extra
large numher. ‘

Ye hopc our readers will be sympathetic twards this arrangement which is only
contemplated so that our energics may be refrocshed. Resulting we hope, in a "Bigger and
Better" Violin Makers Journal,

THE ROLLOT W”ERTAAY BOOK

The instalment this month brin~ss to a close thce book as written by Mr. Yeortman,
de have not however put the words "The End" to this instalment as we hope to have further
communts to add porhaps in the form of a review or sumwing up.

"This months instalmont follows on the next page'
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APPENDIX

The previous Chapters have been devoted largely to the more or less theoretical
design. As it is my thought that ‘existing litsrature adequately deals with the actual
construction of the stringed instrument.

However in spite of templets and indications of thicknz=sses I feel that also-
some thought should be given to the why for of the various archings.

Anyone familiar with the appearance of Cremona type of instruments must have
noted the extreme smoothness of curves and the transitions of ths curves from upper part
thru the breast of the lower half of the body. This in spite wh=zther the lengthwise
arching be circular, slliptical, parabolic or otherwise.

Assuming that published curves or templets ars authentic, we may proceed to
copy them on paper. We may then draw lines parallcl to the base, say at 4mm-7-10~13mm

distance from the base.
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Then, by transfering the distance from the centerline "g" to each intersection
from parallel line with curved line onto the plan or outline drawing at the places where
templet crose sections where obtained, we get a series of stations. Connecting these
stations with a freehand pencil lineé an outline resembling a guitarshape will show,
Proceed until all layers have becn finished. Starting with top layer say 12mm above the
base we ret a small guitar shape at the 10mm level a larger but similar in family resem-.

blance guitar shape will show. These lines represent laysrs of cqual height and are
named "contour lines".

These contynr lines should show a strong relationship to one another;  as they
are quite a distance apart from oneto the other, in spite that the horizontal slices
are only ?mm thick, they will assurc greath:r accuracy, obtained with greater ease, when
building a top or back than using templets. More about this later.

Now let's examine a templet. By means of a draftsman's "French" curve, complete
the original curved line. (fig.A) We get then a curved lined hawring e definite character.
Upon casual inspcction the line may impress us to be parabolic. This can be verified
very easily. -

Procesd to divide the base into say 4 equal parts, and also the vertical height.
Draw diagonals as in fig C then by supcrimposing the two outlines, we may discover that
the parabola is too full. We may now examine a hyperbola.
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Sece Fig II, Eatablish again the halfspan of the templet 1 to 3 and the height

of ths arching 1 to 2.
centers 1 and 3.
fundamental fresme on which we may construct a hyperbola.
it into any direction we obtain figures with outlines of a circle, an isoscles.

" an ellipse, a parabola and a hyperbola.

subtle,

Draw line

o=,

Proceed to draw line 5-6 as shown.

Take at random a distance D in the compasses and draw arcs with
We now have the
(When we teke A cone and cut

Triangle,

The transition from one to another is quite

With Prame Fig II we proceed tc draw a random line 8~5~7>and counterline 7-9

as shown,

stations of thes hyperbola.
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In Fig III with distance 3-8 as radius "r" we mark point (10)

as one of the




FIG III

By means of additional randorm lines, we will obtain more stations as shown in
Fig I. and draw the hyperbolic line. Ian this instance we may discover that the hyperbola
fits into the template.

That being the casé, all tomplatss should fit the picture of a hyperbola of the
instrument in question. This applies as well to the parabolic design. ¥We should also
consider the merits of the figures we want as little weight as possible, but not at the
expense of the unsufficient strength or resilience. Then also we do not want light
welght, ‘with great strength, but no resilience. We do want great resilience, su“ficient
strength, coupled with reasonable light weight. YWhen an instrumeat so made, has also a
warm tone as well as a powerful one, our purpose and goal has been échicved. The ancients
already knew, that the strongest, yet lightest self suvvorting arches were hyperbolic in
form. A load supported as follows by struts, is well supported,: but the struts are stiff
and inflexible, While the lo=d supported by a circle, requires excessive thiciness

because of weakness in the haunches. b {E%)l“
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However the parabola and the hyperbola approach the ideal of combining the

qualities of the strut and the circle.

Having established that cross sections or templates of the instrument should
come close to the hyperbola-parabola or even the catenary (suspension bridge main cables),
we may esally draw thesc secticns to 2 or % times actual size. Slice the figures hori-
zontally and measure the "contour points".

After roughing the outsie arching, we can check our progress by means of
calipers. I use a board on which is mounted an arm holding a movable pencil. The whole
resembles a jigsaw, Sliding the work under the pencil, which is set at a prescribed
height I make marks on the work end can readily sce how I am coming along.

e
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A little error is of no moment, since the error in thickness is even less. The
conteur linos in the cheeks may be as much as 2cm apart for a difference in height of %mm.
Following the above method we can control the smoothest transitions and avoid setting up
"built—-in" strains in the instrument.

Then leaving the contour pencil marks, it also becomes easy to regulate the
. wood thicknesses when hollowing out; using the contourlines as guides.

When the job is done, use an eraser to remove the pencil lines.

The andreas Guarncri anno 1695 viola has hyperbolic cross sections, making
allowance for warpage of top and back due to strain and age.
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