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STUEKERJUERGEN VIOLINS

F CHAYE A NUMEZR OF VIALINS THAT 1 HAYE BARE QVER
A KUMBER OF YEARS. THESE ARE OFFERED FOR SALE
AT REASOKABLE PRICES WHMILE THE STNC¥ LASTS,

EXCELLENT VIOLINS: G260 TOME AND WORKMANSHIP,
CORRESPONRENCE INVITED. WRiTE:-

EOWARD J. STUEBKERJUEBRGEN. 2611 AVE. L. FT. MADISON. IOWA.

BOOKS FOR SALE .

Owing %o tins fact tuat I -m cihanging wy residsnce I must dispose
oI part of my largs libracy, and ofisr ithe folling books.
1) "FREDOLIV HAWH4" i German.(F33) Now catalcgued =% ,182.00
A1l platas of ol 18 book boombad in inet war (nevar r3dl .ced)
Only 1,000 wsre ever »rinted. Wili gall at fair price.

(38) "Italian ¥iolin .:zkere" by Karel J .lovac. In English,was
slightly bruised in shipping from England.

(3) "Violirn Bows" by Pocda. An Authoritative book.
(4) "7iolin HMaking" by Waltsr =.Mayson 2nd. Tdition 1909
(5) "violin "arnish" Py Josaph Michelman. Nover slightly soiled.
(6) "Italian Tarni-pe:" by Pry. Tover soiled.
(7) "7Tiolin ¥arnich and how to maks it." by Gso0. Fouchaz.
Fcr furthar particulars ~nd prices write.-

HTNRY WINFIELD. BOX 2348. SMAPPOOSE. OREGON. L.S.A.
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THE VIOLIN MAKERS ASSOGIATION OF BRITISH COLUMBIA

The Journal has been loud in its praises of many violin makers both in the UsS.A.
and other countries — to the extent, perhaps of neglecting our own local makers.

March 2lst, 1961 will ma  the fourth anniversay of the Violin Makers Association
of British Columbia, for it was in March 1957 that a small group of ardent makers gathered
at the home of Rev. Ge ‘iright and launched the present movement. It is only fitting,
then, that as the anniversary draws close, we look back over the achievements of the past
and looking back we are not at all ashamed of our record.

Monthly meetings held in our club room, have had & marked influence on the
improvement of our instruments. At these meetings details of violin construction and
exchange of ideas have had much to do with the superior instruments now being tunned out
by the members. For wo believe many of our violins and violas could compete favourably
with any made elsewhers. This was proven only last year when Peder Svindsay our master
craftsman won the silver medal for his viola, in Italy and the home of violin makers.

Lately the association has turned its attention to the quality of mapk and
spruce grown in this province and is investigating the possibility of laying in stocks of
wood for seasoning. The terrain of British Columbia is almost completely mountainous.

We have mountain scenery here that will rival anything in the Swiss Alpse. Mountains
covered to the timber line with the most magnificent trees in the world — Sitka Spruce
15 £t in dismster! - The association believes that we have as good and better violin wood
here than any grown in Furope. Some of our best violins were made completely of B.C.
wood. ' '

It is no wonder then, that we should feel a very lively sense of gride in our
association and its achievemants. If we can make progress equally during the next four
years Wwe may possibly be on our way to. becoming the sgeond "Cremona". The "Cremona" of

the West! ‘
e 10 =
Music is the first, the simplest, the most effective of

all instrumenhts of moral instruction.

....}...,..:..Ruskin

O
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LOCAL NEWS

Hello Everybodys

_ We hear that Mr. George Freiss, who reccently completed a viola da gamba, has
graciously presented this instrument to the School of Music, at the University of British
Columbia. The presentation was made at a recent Friday evening concert held at the Uni-
versity.

Dr. Hans Karl Piltz received it on be¢half of the University. Dr. Piltz had been
playing the viola during the concert, and he explained to the eudience, to whom many were
seeing a da—gamba for the first time, how extremely valuable the da-gamba will be in the
future study of ancient musical instruments. The school also possesses a harpsichord.

At the January meeting of the Association, it was decided to grant a scholar—
ship to Helen Hagness. It being felt that she justly deserves any help we can grant her,
the best wishes of the association are for her future success in the violin world.

Will all lecal members please note that next month is the annual general meeting,
please come in force, and let's have 100% turn out. It is your duty to appoint your
officers for the ensuing year.

=0 =

BRUCE YANTIS QUOT-.TIONS

Mr. Bruce Yantis of Chicago, Illinois, has made .quite a tidy collection of
quotations by famous men. These are all in relation to the violin or music in general,
The quofations are divided into groups under suitable hcadings. The following is a
sample. We will present a group of two each menth,

CONCERNING VIOLIN COPIES:

The only good copies are those which make us -sec the absurdity of bad originals.
...La Rochefoucould
Few things are harder to put up with than the annoye+»ce of a good example,
' e+ Twain
I have been told that copies of famous violins are boetter than they sound.
e ‘HMeH

CONCERNING DIGSONAWCES
Of all noise I think music the least disagreeable...Ben Johnson

Noise proves nothing...Twain
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REFLY TO MR. E.H. SANGSTER

by W.G, Hall
Listowel,Ont.

Replying to Mr. Sangster, in the November issue of the Journal on varnish filler.
My purpoce in writing was not *to discourage others from expressing their views on methods
of using eith-r fillecrs, or varnish, and I wish to thank Mr. Sangster for his good intent-
ion in writing to keep me "straight". It is only through an exchenge of ideas, and exper-
iences, in violin making can the art survive with any degrce of stability.

The old Double Bass I referred to in my comments, as having a beautiful under

coat of yellow, may have becn linseed oil polished. I did not make tests, but assumed
it to be a gum concotion, as in my experience over a number of years in using the oil
treatment I have been disapointed. The reason being,
six months time, exposcd in a small loft. On sanding the plates, the paper-would become

- gummed up with oil partides, from the wood particles. This experience I am glad to ssay
does in no way detract from the method advocated by Mr. Sangster, as he lives in a climate
favourable to cuick—drying process, which allows the 0il to become oxidized through the
action of the oxygen - in the air. The oil itsglf does not dry, but becomes a part of
the wood 'through this process Thus this becomes a thin film that acts as & preservative
againet dampriess, and also as a basis for the varnish, which has an oil base. What Mr.
Sangster has not stressed in his articles in both "The Strad” and our own Journal, is

. this moet important factor of climate, the fact that his climate is dry and hot, much the
same as was in the Cremona of Strad's time, whcn there was no air pollutidn as we know

. to-day, explains the enthusiasm he shows for his msthod, as he is evidently most sincere
others adomt it, and that there is no mercenery motive, indicates his interest in the
anoient art. ' d '

Frankly I have been both' puzzled, and =t times disgusted with the claims for
various types of varnish offerzd for sale, as genuine formulas used by the old Italians.
Also with the innumerable recipes I've tried from the pages of books on violin making.
However, I am aware of the art of oil-polishing, and ha¥e seen many fine examples on gun
stocks, as well as on counters and tables, found in old Inns and Pubs in parts of
England, where the finicsh had resisted the action of ligquor, and beer stains of generations
of cutomers; but I can't sec where the soaking of violin plates with hot oil adds anything
to their tone. In my experience the effect was to muffle thc tone, which I presume, is
caused by the oil forming emall microscoplic crystals in the pores .of the plates, thus
interfering with normal vibration. So if Mr. Sangster re-reads my commgnts he shall find
my chief objection is to thé use of hot 0il con the inside of the plates, which I consider
of more importance than the mattor he tekes up. There is too much confusion of ideas
already in varnish matters without adding to them by quoting makers without any scientific
background.

Mr. Miller, I think, expresses it aptly when he says, quote: "Such claims are
supported only by vague and flimsy data."

In conclusion, the fine quality.bf the article by Don White on linseed cil puts
the whole matter in a nutshell, and explains my lack of success - which is climate = so
it weuld be interesting, as well as fact finding if other readers would give their views
in this fascinating and elusive subject. :

.

Then there. was the Texan who developed an inferiority
comples. He thought he was no bettcr then anybody else.

= 0=
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RANDOM THOUGHTS *HILE SANDING PLATES
by Norman Miller
THIN-TOPPED VIOLINS:

The statemecnt in the February 1960 issue,.quoting Honeyman as stating that a
violin should have a thin centre with thick edges, startled me, as I have several of
honeyman's books, and though them I had always imagined that Honeyman was a strong
advocate for a fiddle with a thick centre.

Indeed, on reading through the books again, I found nothing but condemnation
by this writer on thin—-centred fiddles. To quote:

"The Violin and How to Choose One."

(page 36) "Joseph Guarnerius .. had the rarc wisdom to leave his violins very thick in
wood, and in-'that, he showed more judgement than Stradavarius. Stradavarius, I may
observe in passing, frequently erred in his thicknesses, and generally on the wrong side
that is, he left the wood too thin. If the platess be well tapcred towards the edges,
they may be left 3/16th" in the centre, or more, and thcy will give a large and firm °
tone.

(page 67) "The proper thickness for soms plates is a vexed question, and can never be
fixed, so long as the best violin wood. varies so much in density and sonority. Some pine
may be left 3/16" thick or oven more in the centre, tapering down to 1/8" or less at the
purfling. A very common thickness for the breast is 1/8" (full) in the centre, tapuring
to a little over 1/16" at the sides; but I considcr that too thin for a new violin.

Concert »itch is now much highcr than it was when the grcat Italian makcrs
worked, and the platcs of both breast and back should be lcft much thicker all over than
they were left by these masters. 'hatever opinion be adopted about the thickness of the
platcs, the wood must be left thick under the bridge. A violin th 't ie thin under the
bridge is the most
violin is an old one, frequcntly sound so sweet that the player is enraptured; but like
many other things which are got ua311y it will not carry, and in & 1arge hall is almost
lost- at the other end of the room."

(pacz 76) M"Tapering the Plates: Violin makers arc often surprised to find that after
making a violin of large model and of excellcnt wood, and lecaving the plates thick, the
instrumcnt gives a very small tonc. The reason ies, not snough tapcr on the plates, or
th t the taper has not been carried right up to the ribs. Platcs which are thick at the
sides have not the frocdom to guiver or vibrate--they are, indced loaded at the very part
where they shoudd be free."

These words arc hardly the words of one that advocates a thin-centred plate!l!
Along the same lines, I heg Lo cuote from other authoritiess. These authorities were men
of sound judgement, capablc of forming correct opinions of the state of violins, new and
old. Their experiences with thin-topred fiddles were expressed thusi-

From Wm. Henley's Dictionary, I quote:

"®ischer, Z. announcsd in 1786 a new mcthod by which he claimed instruments
could be made equal to those of Strad and Stainer. This process was only the often tried
and futile oven-h.ating of the .. with its subsequent mixture of injurious chemicals.
Result, what ton¢ that was there wcul? cradually evaporate into something weak and hollow,
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and if it had any brilliancy in its young days its brightness was dimmed before its 20th
vear .

ARNOLD E. 1880 - Unfortunately in an expcriment to get mellowness of tone, overdid the
thinness of the plates —— always an unsatisfactory policy, eventually resulting in a
thin tired tone after the instrument has had a few ysars vigoroug playing, instead of
the virile tone which normally made 1nstruments give. :

CRA.LIOND C. 1800 - Merecnary motives caused him to overthin the wood to obtain temporary
swectnecs of tonc, and at the present day have to be strengthencd with fresh wood, a
process not calculatcd to c¢cnhance the value.,

In the samec dictionary, commendation ie given to those who use wood in a proper
fashion; leaving plenty of wood and not changing thc¢ normal method of thicknessing.

BLANCHARD P+ — Used plenty of wood, and did not indulge in any faking to prematurely
mature the tons. Astounding sonority of tons, equal throughout the four strings.

DARBY G. — Instrumsnts plentifully woodsd with the fincst material. kdoptca none of"
those abominable processes of chenically treating or hcating the wood, and thus closec.
up the portals of the Puturc with a bang!

BLAERGRe W 0. - 0ld spruce wood, very thick at the centre; 1/5th to 1/2" and graduated
to 1/8" at the margins. Tonal quality, round and full. Sonority combined with persua-
sive timbre which_leaves'newngss bchind.

The thickness of mlmergrebn would avproach the extremec, but what a wondprful
tonal resulti

Quoting from another dictionzry: relative to Guarnerius Dzl Gesu.

"His instruments have steadily increased in price, no doubt owing to the strong
wood he used; it depreciated the tone at firsh, but with time vibrates more freely, the
quality of toné bocoming stronger and more refincd.”

If we arc t- build fiddles that will have lasing quality, and the true sonority
of tone based on wood, and not a spurious sound that may p.rhaps immediately deceive into
supposing thzat guality is there, a quality that according to the reports of the authorities
above is short lived, and is actually a falseness of sound, which apparently occurs when
thin centred and thin—-topped breasts in gencral arse used, we must use wood for the very
purpose that it is chosen as the most desirsble matcrial fron which to construct fiddles,
and that is to embody th. tonc with the sweetness and sonority thet wood, not thec lack
of it, can give. This th:n c2zn only havpcn when wood is left in a fiddle, and not reduced
to a mcre shell that amplifies all the unwantced @nd unnccessary sounds creatcd by a bow
across the strints, and adds so very little of wood to th. tonc, simply because there is
no wood thores, This condifion is morc so in 2 £iddls thet ig thin under th: bridge, whers
the tont is propagated. e arc all concious of the fact th: tone starts at the string,
and 1s conducted per the bridee to the top of the instrum:ont. Ve assume that the top acts
as an amplifier to ths original sound. If th. bridge¢ is too thin many unwanted harshnesses
are conducted to the top.' The bridee acte as.a filter and by neccssity has to be of a
thickness and quality of wood that it will carry the sound and yct recmove squeaks and
partials that =rc detrimental to tonal guality, Here is the first instance of wood doing
its part in a fiddle. If th.  bridge is too thin, too many of th:unvantied noises’are
transmitted. A thin top does nothing to removs these unwanted noises, but rather agravates
them by its lack of substance, substance that while removing and dampening the harshnesses,
lends of itself quality that gives a tonc roundness, not shrill noise, that in all too late
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oridoavour to remove, the advocate o 4he thin centre attempts to allevinte by leaving the
gdges thick. This in effect diminisher the-area of vibration and rathor vainly therefore
attempts to remove the badness that haa becen passed on to tha rect of the body by the
failure of the thin-centre to filter. it out. . Taks the squeaks out at the beginning and
let the music travel through thc wood, wood .of which there is enodgh to enhance the tone.
Remembcr, we are not trying simply to amplify th. sound produccd by a bow on a string.
That string sound is really not very nicec. .It muct have the added teauty of wood before
it has violin tone. :

Mr. Clifford Hoing stated \

" only just sufficient wood in a new 1nctrumbnt to anproy1matb the same tonal result as an
old one, there is no.reserve of substance, and, thoercforc the instrument does not. stand
‘up to'its task for very long." ' '

There has boen soms evidence presented in this articlc that a. thin topped fiddle
does not stand up to its task for very long. Some degrse of corrcction may be attained
by the use of overly thick edges in an attewpt to add body to thc tone; the bridec, you
vwill find will need to be stronger and thicker than an ordinary bridge with the usual
amount of wood; the bass bar also will have to have more wood in it in a thin tooped
fiddle, in short we have to put more wood in oth:r places to correct the mistake of taking
it mway from the point’of propagation, under the bridge.

It could appear that many of us are.not prepafed to make a fiddle that needs-
quite'a few years to attain maturity. Ve want our productions to be prima donnas before
thsy can even sing. We want them to be good NOW, as any of ths [fincst.

In one breath we all admit that it requires years of good playing to really
mature any fiddle. Yet it would seem that many of us, perhaps without even realizing it
or a2dmitting it, eare vainly ,ndeavourlng to make an instrument, that in the course of a
few days, is equal to the maturity of an old master. A thin-topped fiddle
into thinking that the answer is therc. Putting it bluntly, few of us have the under-
standing or knowledze to judge a new fiddle and to hear the latent beauty that is hidden.
A thin centred fiddle does not have this hidden' guality, but. brassily dcclares that.it
is mature from the very day of its birth. A freak,surcly. Perhaps only . a few have the
ability to hcar this existing harshness and spurious quality that exists in a thin topped
deceiver., We, then are to be piticd and not blamcd.

I read somewhere, these words;

"We all have that instinct which lones.for truth, Ffor perfection, and to the
craftsman it is given above all othcr +o‘é,xnress that longing in concrete form. In a
world in which ¢ven inanimate things play a part in the general mix—up between true and
- false, right and wrong, hs can witness by his honesty and good judgement to what is truth
‘in craftsmanship. o : : :

He can meke hisawn world resl, and by so doing he will posscss the ~one thing
+hat anywhcrb and everywhere can oppose sham...thc soul of an honust man.

To oppbse‘sham in violin making should be the resolution of every violin maker.

We-ars living in a world of substitutes and false values. A phoney world. A skilled
craft, such as violin making should help a man to.k.ep his mental honcety and-+o have no
use for shams of any kind. Let us ma¥e true works of art, not hollow mockery from which
any true beauty and horesty has fled.. ..
vior (@) g

A Harp is a Piano = sec¢n.in the nude....

o O =
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VIOLIN MAKING I¥ HOLLAND

by He. van der Smagt
Badhoevedorp, Holland

As you know violin-building is to seeck your way in a primeval forest of problems.

I have tried to seek a path in the dark of that wilderness of problems, as much as poss—
ible on scientific lines. Holland, indeed, has always bcen famcd for its arts and crafts
and thsre have been renowned vilin makers (Jacobs, a.o0.). Nowadays also ’e have violin-
builders (Max Moller, a.o.) renowned all over the world ifirst prizes, exhibition at The
Hague, some ycars ago, Int. Quartct—competition too). Here we say"builders", not makers.

A violin-builder is somechow an architect, a maker is more or less a contractor, a copiest
of existing instruments. I understand, you are a very busy man, (and so am I), moreover
64 ycars young.....still going strong, of course (and so 'am I), were it not for a most
horrible rheumatism these last 30 years; a month ago I hav. completcd my 77th year.

And now, if you like, about violin-making.

There are no schools for violin-making hecre in Holland. So, if we are not in
the craft from our youth, as son or pupil of a master, we are thrown on the only remain-
ing sources: thc books, English, French, German. I have read thom from Bagatella to
Alton, the Maillants, and lMockel. For varni=h from Mailand to Frey end Michslman.

Alton is good, practical, plain and clcar. Maillant too, but much more extensive.
Generally they are all of the same brand; the teach you how to copy an existing instrument;
they are¢ suitable for the tyro. But they don't reach to thc problems, the ignore them
totally. I am sure there are, and perhaps many, books, unknown by me, which deal with
the protlems and difficulties that crop up as soon as one trics to build not to copy, a
violin.

fthat I have found and discovered thesc last ten ycars of research, I have found
it by intuition, experiment, thinkingcndlogical rcasoning. But vwhat about the discoveries
of other students?

I now stond sorely in need of a more complete survey of all that has been written
about the problems of rcal violin-—huilding, that is to say the really valuable books I have
not read till now. In the August and September issués of the Journal already I came across
the names of two authors (Dr. Castle and another) till now ignorcd by me. And undoubtedly
there is other valuable information in writings, I am new tos

It is of course not to be supposed that these books should be in any way complete
or infaillable, but they may contain an aspesct of a question, possibly not quite correct,
not the one correct solution, but they may, touching a problem, eventually stimulate our
own reflection.

In the Journal I sece the correspondents and I thinl there arc "jolly good fellows"
among them. They don't keep close their expericnces and discoverics. No morc than I.
I don't like to maks a secret of the art, but the professionals hcre kcep the matter close.

A padding in one of our (Dutch) newspapers: "The ungarian Newspapsr "Esti
Hirlap" writes: A pensioncd—off school teachcr from Budapcst pretends to havc got to the
bottom of the 250 year old secrct of th: violin—builder Stradivari. According to the
teacher, the unioue qualities of tone of the Stradivari violin arc the rcsult of a care-
fully constructed mathematical system. The ungarian patent~ofiice has furnishcd the
moncy t'or the construction of a neo-Stradivari. It has to be finsished ncar the cnd of
this ycar. The money has been voted after the affirmation of the tecachers conclusions
by two first-rats mathomaticians.
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It 1s certainly not the first time for "euch a discovery, be it the construction
of the instrument or the secret of the varnish, it periodically turns up in the press, and
we are accustomcd to tale it with a grain of salt.

Well-e—~day, I have no "rela*ions bshind th. iron curtain (besides thc teacher
undoubtedly has to keep his discovery a secrct) but perhaps somebody has?.... Joking
apart, there ie always full rcason to lcarn what the discovercr supposes to have found.
Tou wever can tell, and his idea might have germs of truth in it, that possibly might
give rise to a train of thought in our own mind. .

It is a plain "unvarnishcd" truth, that the unique qualities of the Stradivari
violin (and of every other violin), arc the result of carcful constructed mathematical
systems. We don't nced an ungarian school teachcr to regail us with truisms. Yet we arc
in urgent need, to dive into the sccrets of that “system".

It means the study of the principles of violin-building of the old masters, the
fundam ntal laws of their constructions (instead of copying their instruments).

These "principles", these "fundamental laws" are what we want to understand..
Upon these we have to ponder what we can do with them as foundations for the building of
a violin for the nceds and r&culruments of our time. The old Italian masters. have created
the violins and built them, so that their instruments would satisfy the requirements of
their time, which were totally different to the necds of our time, as Mr. Norman Miller
obssrved rightly in the July~August issuc.

For the requircments of our timé we havccreated nothing. We have contented
oursclves with copying, cxtending and reinforcine their instruments and it is a mere won-
der than they havc endured and sustained thcee opcrations; thoy have not been creatad for
the greater and much more difficult task the bow- 1nstrum“nts ‘have to fulfill nowadays.

In the Novembor—issus Mr. Floyd Holly asks: "Are we humble pnough?” In other
words of himself; "Have we the courage to be humble?" If no, then wc should dabble in
violin-malking. If yes, we shall not cezse studving, we shall welcoms every question, every
problem, every idea, every ten tative thcory (that's why I rsegret not having a chance to
teke cognizance of the ungarian school teacher's discovery, be it.whet it May!

We shall always inguire after "the reason hy?" (as Mr. Norman Millcr asks "Why
Sun?" I hope to answer him before long). ' '

And above all, and everything, we shall have the courage to allow thes violin
to romaine..a violin. And thercfore among oth.r things, réfuse metal strings... I hear
my opponents, clad in etecl, gathering against me., Everyoas his due:

Herc first is that soloist, who "being in his second movemsnt', was statlzd by
the snapping of his E-string. "what to do? Put on a new string? ill the while the
orchestra continues, and the conductors face, already growing crimeon" "But, nowadays,
"hail to the steel string safety first, metal strings." "wWell, I reply, "do you posscss
but one instrument, what solist has but one violin?" "Then, if you have two violins with
you, let your second instrum:nt be playcd by the firet concert-master, he sits next to
you, If somut-ing happens to thc violin you are playing, your secsnd 1netrumbnt can
immediately bu handed to you, and ‘the interruption is a metter of seconds only."

Another soloist! "But the cuality of tone of thc m.tal strings; the greatest
soloists confirm". "I know; in every issu: of any well-known macazinc, dozens of adver-
tisemcnts of just so many trademarks of the "best" metal strings of all. And, indeed,
not without the elogiums of great, greater and grecatest soloists." Now, when you have
sars, you can hear for yourself and judge.,
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"Think and dwell upon the fact (Mr. Floyd Holly writes) that all the emotions
known to man can bec excited by the out—pouring of this little box, which so necarly appr-
osches he glory of the human voice."

I am convince, that the main cause of this likeliness is th2t fthe violin is
built up exclusivcly of mcrc orgenic materials, "living matt.r" wood, gut, (even the bow
with its horse-hair, even thc wvarnish)., And it may be that nylon,(or somecthing like that)
strings have a future.

"But the silver @%" my opponent asks. It is anyhow a gutstring and it is the
exception, that confirms the Rule, forced by the Reality, which no endurces that any sep-
atate creation should be an absolutely pcrfect whole, while only the Universe is and was
and will be the only one. (That is, for instance, why no perpetuum mobile is possible).

But the gutstrin-s, have they not thoir inconveniences? Of coﬁrse they have,
but ' . nowadays nearly unlimited tochnical possibillities may increase their qualities.
We have to urge the necessity.,

The future of our bow-instrumecnts is likely to bc less rosy than many a man
presumcs. There are too many dangers threatening them. They have the spirit of the age
against thems: Q uantity instead of quality. Other musical instruments also have already
fallen a victim to thot monstir. Remember the tragedy of the flute. It was originally
a war—instrument, sharp and loud, the bore was cvlindrical. After times it was bored
conically and its music became melodious, noble and swect, but less loud. Then, in modern
times, came the ever growing orchestras and the flute—tone was considered not sufficiently
loud. Then came Mr. Bohm, who was not at aloes for & sovcriegn remedy; he again bored the
flute cylindrical, the loudness was attaincd, but the quality of the tone was spoiled;
quantity instead of guality. The industry took hold of.thc affair and fabricated the
mctal flute, "for orchestra—work,..You know, for scrubbing you do not use a fine brush'}

. "' Lu. For the violin I fear its fate is pointing to that very way. Therc was dramg
in Stradivari's time., Hes found himself confrontecd with the problem; how to increase ths
tone volume, without loosing the beéuty of tone. He. solved the problem, and yet, the
half dozen violins he sent to Engls=ad, came back, unsalable: the English preferred Amati-
tone. - :

For the violin too has to fight a long and desperate struggle against the contin-
uously growing orchestras (often of more than a hundrcd instrumecnts and their Thunderstorms
of sound (modern music)). And now thcre is the modern industry, eagerly attempting to
f£ill the technical acauiremcnts of our time; metal strings and the PLASTIC VIOLIN.

Dear Dr. Moessingcr, why dislike scilence, being yourself a scientist and violin
maker? Applied scicnce? Science gives indispensable knowledee ard "weighed,K in its balances
Wwe too often are found wanting (to quote Scripture) Ther:c can never be too much science.
But as for fear,.for the coming of the plastic violin, your estcemed article was a warning.

I can't help romembering Chaucers'Cantcrbury Tales (The Reeves Tale) where un-
perccived dangcr was so ncar "That it had bcen too latc for to crye"... For the plastic
violin exists. It has becn fabricatcd hiore in Holland some-ten or twelve years ago, by
"The Plastic Company of Ame*~rdam". It has been put to the test in a circle of invited
persons. It was cénsored for not yet having thc true tone of the genuine violin, but it
is alrecady esteemed suitable for entcrtainment (music). It has 2 bass bars, one on each
plate, to reinforce the tone. Your warning, dcar Dr., comes too lates "It is too late
for to crye'.. :

; -0 -
Yy did they call it "The Fiddlcrs Hotel"?

Because it was a violin (Vile Inn)...
(@ e
Page 10



SOME ANSWERS TO MANY CRITIC3S AND QUEST IONS
by Kristian Skou

First I have to thank Mr. Koscak for thc word "fulcrum" (instead of "seesaw"
point" in my description of the sound post as the balancing point)e I think "fulcrum'
is just the word I should have used. Being & foreigner I am not always succeeding in
choosing the right words, but I thank thec readers for their good will to understand what
I mean. .

Mr. Leo Larsson asks ms two questions about the Thomas Balestrieri violin
(described in thc July—August issue), thinking I would be the first to ‘welcome any cons-—
tructive questioning - of course I am. And the questions I can answer very easily.

First 2 uestiont "Is this particular violin labcled Balestrieri a genuine
Italian instrument by this maker?" ) .

Answer: Yes, the violin is a genuine Balestrieri. This is not only my opinion,
but several first rate experts who have secn the violin agree that it is genuine,

‘Second Question: "How does Mr. Skou arrive at the positive identification of
the wood as Norwegian Spruce?" :

Answnr: * A little misunderstanding scems to have caused the question. I wrote
that the tov was of Sprucc, Picea abics, and the Editor addeds Norway Spruce, that is
Picca gbies is commonly called Norway Spruce (or Common Spruce), but that does not mean
that Norway Spruce is Spruce (only) from Norway — just as Sitka Spruce is not Spruce only
from Sitkas As you know Sitka Spruce isgrowing wide over your country — and now also in
Europe. In the samc way Picca abies ( with subspeciecs and varieties) is growing wide over
Furope - also in the Alps.

And how I could identify the wood as Picea abies. The fully transparent varnish
-allowed me to seec the structurc of the wecod undcr the microscope, and it is not difficult
to identify this species of Spruce.

Presumable the Balestricri top of Picea abies originates from the Alps — exactly
from where I cannot say. At any rate it does not originate from Norway. The Piecea Abies
growing in Norway is only exceptionally usable for violin building. Commonly it is too
hard and too heavy, due to the climate. The idecal climate for violin spruce is a short,
rainy spring, and a long, dry summer, but the summer ir. most of Norway — as well as in
Dénmark — is too rainy. In this respect the climatic conditions in Sweden are somewhat
better, even if not the Swedish Picea abies is exactly ideal for violir making.

Mr. Rust asks me about the glue "Araldit". Is Araldit soluble in water? No,
when hardened Araldit is insoluble in nearly .all, and it is heatproof. For such parts
of the violin we may expcct to take apart again sooner or latcr it cannot be used, and T
I only recommended it for the middle joint of top and back, as it is very strong, and
can be given just the hardness we desire, not to impair the tone, that is: the same hard-
ness as thc wood to be glued togsther. Araldit is delivered in two separate tubes cont-
aining respectively an adhesive, and a hardencr, which we have to mix, and by changing
the mutual quantities we can make the gluc soft or hard as we like - soft enough to glue
rubkter, and hard enough to gluc iron or steel. A broken iron bar glued together with
Araddit is said to be as strong-as before it was broken - I shall not guarantee, but strong
it is. FPFurther it has the advantapgc not to shrink by hardening, and when hardened thor- .
oughly ( it talcs several days — whcreas a moderatec hardening by norma tempcrature takes
about 12 hours), it does not alter its properties such as is the case with a water soluble
glue whose elastic propcrties are changing with the moisture contents of the air. For
that reason it is also usuablec for some rcpair work such as venccring, as we cannot tunme
a venecrcd plate finally until its elastic propcrtics are stablc. Araldit is produced
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by the Swiss concern C I B A AG, Basel. ¥e can punchase it also hear in Denmark, but
if it is available on your side of the water I cannot say. I should think, however, you
have glues of similar properties in your country. If not, and if Mr. Rust should like
to try just this glue, I shall send him a pair of tubes. Mr. Rust only has to drop me
a few words about it. ' - ;

And now Mr. Sanborn's "Comments on Kristian Skou's Article". Mr. Sanborn writes
In my opinion it would have becn better and morec pleasant to have these points cleared
up in private or in a Nordiec (Skandinavien) forum. Where we would have had no .difficulties
with the languarge.” ' '

i}

Well, if we had the intention to keep our results as secrets for ourselves a
private discussion would be a splendid idea, but this is not my intention. The alternat-
ive was: A Nordic forum — presumable "Slojd och Ton". As Mr. Sanborn knows, it is not
the custom in "Slojd och Ton" to discuss articlcs written in this journal ~ whatsoever
the cause might be, and even if we had made an exception to this custom, I have no desire
to reserve the results for our Skandinavian little world. Regarding the difficulties
with the language, "we" instead of "I" seems to have run Mr. Sanborn in the pen. My
difficulties are not greater than I think they are to mwercome, and Mr. Sanborn may not
expect that I should engage myself to writc only in a 8kandinavian languagé  in order that
he may be ablc to understand what I am writing.

But Mr. Sanborn dogs not seem to have realized that the system I have found in
some of the best of the old violins, and from which I am building my violins, is.quite
different from the system Mr. Sanborn has described in his articles in "3lojd och Ton'".
Mr, Sanborn says I have eriticized his, as yet, uncompleted series of articles. He might
o8 well have said that the result of my research i1s a criticism of his articles - and
should the words "as yet, uncompleted" mean that I have to wait with publishing my system,
until Mr. Sanborn has finished the publication of his system? My article about the Bales—
trieri violin was by no means thought as an answer to or a criticism of his articles.

If criticism had been my intention <« and I must admit that there is much in his articles
in which I do not agree with him -~ I would have written my criticism directly to Mr.
Sanborn. It is not my custom to stab anyone in the back.

But Mr. Sanborn has worked out the method to find the micro-tone, which I
described, and which I usc (I hope with Mr. Sanborn's blessing — for as he says himeglf:
this method cannot be patented), a method I find of genius in all its simplicity ~ quite
superior to that of Kerl Fuhr with the small glass tubes. And I thought I would mention
his name with honour for this. It is a custom - and a good custom should I think - in
technical and scientific literature to mname persons who have contributed to the matter
one is treating. But to mention Mr. Sanborn's mcthod without mentioning for what purpose
he used the method would make no sense, the more so because the reading of his articles
cased me to direct my research on this line. My reference to Mr. Sanborn, his ideas, and
in some way his results was absolutely friendly meant < sorry, he has taken it the other
Wway. But as he has published his article - and especially the last paragraph, to which
I shall return ~ I am forccd to answsr somswhat harder: than is my custom.

But let me point out the difference between our systems. Mr. Sanborn assumes
that the micro-tones have to be of the same pitch (or an octave abote or below) all over
the violin body, and he is trying to build around the "Air tone".

Well, for a freely vibrating plate (or not exactly a plate, but a body whose
shape may be derived from a plete such as a gong or =2 church bell) intended to give the
clearsst possiblc tone of its own, the greatest possiblc carrying power, and the longest
"after ring", the same micro-tone all over is physically quite correct, and the best makers
of church bells and gongs have known it and worked out their products after this system,
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Presumable also soms of 4he old Italian violin makers, e.g. members of the Amati family,
have known thies system, and transferrcd it to their violin plates - and with good (if

not always ideal) result. Francesco Rugeieri (1645 —~ 1700), montioned by Mr. Sanborn

was just a pupil of Nicolo Amati, and he worked from the principles of his master.
Therefore it cannot survrise that tho violin top from this master as stated by Mr. Sanborn
was built from this principle. But the makers until about 1700 havec scarcely known the
physical reason why their instruments sounded so well. I should think that Stradivari

in somewhat advanced age, and a little later on Guarneri (del Gesu) as the first realized
the physical facts about the micro-tonces in a violin, which cenabled them to master the
violin construction in cuitc another degrece than anyone before thems I shall explain,

The plates in a finished violin are no longer frcely vibrating plates. Not only
the fastening of their edges to the ribs, but still morc thé placing of the sound post
causes thcm to vibrzte in quite anothor way than in frec state. The action of the bridge
and the sound post I have described in a previous article, and I shall not repeat this ~
only that the vibration cnergy 1s transferred from the top to the back, and vice versa,
and also to the ribs mainly through the air volumsc in the form of prcssure waves formed
by the vibrating platcs. (4nd besides the bridge also the neck is active in transferr—
ing the string vibrations to thc violin body). As now the same micro-tone at two differ—
ent small arcas of the plates (for that sake also of th: ribs) is expressive to the same
resistance (and reaction) to the same oscillatory action'— also sound wave action in the
air volume ~, it is imaginablc that if two corrcsporiding areas of top end back (that ist
mainly vertically corrcsponding arcas) have the samc micro-tone, full resonance (and nearly
dnstantaneous resonance) can bc obtained for oscillations in this arcas, and for that
reason; because the corresponding areas of top and back have the same micro—-tone - and
not bccause the micro-tones are the same all over the violin ( & sort of horizontal acc-—
ordance in the plates - if that should be the case in somc old violine Af the Amati-type)
.the_best of the old violins sound so well., But of courss, it is obvious that if a violin
has the¢ samc micro—-toncs all over, also thc demand for the same micro—tones in correspond-
ing areas is fulfilled.

But why then try to build otherwise than by giving the platcs the same micro-
toncs all over?  Well, why did Stredivari, Guarneri, and some others, E.G., Balestrieri
deviste from this system when realizing the facts about the micro-tones in relation to
the violin?  Presumable because the "all over—principle" is a limiting factor for the
development of tone qualities — and tone quantity. I admit thot the tone character of
Amati-type violins can be lovely — some- mey say lovelier than anything else — but it
canno®% bc denied that their tone quantity, an. vérvy often their evenness in tone in
many cases is quite insufricicnt, and we cannot say thst Amati’ violins are much sought
for by solo violinists.

If we ar< not giving thc wviolin plates a very acute arching in the middle (I
shall not treat Mr. Sanborn's method to find th. archinges of the plates, as this method
has only validity for freely vibrsting vlates) we cannot purform the "all over—principle"
without giving thc centrc of the top (also thec centre of the bac, of course — but that
is'quite anoth r thing) a good deal more wood than along the edge. (When talking about
the edge in this connection we are not thinking of thce outer cdge, but of the area just
within the edge ~ in Svedish: " halkal"), But this thickness distribution in the top .is
not always thc best. Often we czn get a tone of more pbwer and greuter evenness by less
wood in the centre, and more wood at the cdges than the "all over—principle" is calling
for, only that we have to give corresponding areas in top and hack thc same micro—tones,
and that will say that the micro-toncs will increase somewhat in pitch from the centre
towards the edge - just what is to bc found in the Balestrieri violin describeds

In the Balestrieri violin the ribs were not tuned to the samc micro—tones as in
the plate arcas near th. ribs, but I agrec with lr. Sanborn that a tuning also of the ribs
will give a plus to the tonc production,-and as also the sound post, and the bridge, re-
present a vibrating mass, also thuy are to be tuncd. '
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Especially two zoncs in a violin cannot bear to be tuned down to the "all over
principle": the areas ncar the lower roundings of the "f" holes, and the areas in top
and bYack Jjust behind the front block. If Mr. Snaborn admits that these areas have to be
held a little thicker (I cannot find anything about it in his articles. About the section
around the "f" holes he says quite anothar thing, but as he has forbidden to translate
what he has written in his articlcs, I cannot quote) I shall admit that beautifully
sounding violins can be built from his system, but ~ well I shall not repeat.

I hope to have cleared up thc differcnce in our systems as to the micro-tones.
And the the "Air tone". I am not building around the "Air Tone" — nOr was Balestrieri.
The micro-tonc in the central areas of the plates (seethe diagram!l) was a little above
g' (g' equals 391.9 cps). The "Air Tone" was (with the sound post placed a low d' (d'
equals 293.6 cps) and the "body tone" was a high c¢' sharp (¢! equals 261.6 cps).

But let us try to clcar up the confusion about the "Air Tone" and the "body
tone". In three different notes the air volumec is involved. The first note is the
frequency of the enclosed air with thc"f" holes open, and the plates and ribs not allowed
to vibrate. This is the true air tone which I called a fictive idea, because we have
never hoard it (I at least not), and we cannot hear it unless we are incapsulating the
violin body in a thick layer of lcad - or rubber as Peder Svindsay proposes. But of
course, we can do this experiment, and determine the pitch of that note by blowing into
the "f" holes, and then the true air tonc for this violin is no.more fictive idea.

(We can alea — still with Peaer Svindsay — cover the "f" holcs and blow through a hole
in thc end of the violin, but that will give a different note, and we have to take the
violin as it is)s The true air tone is the highest tone of its own for thc enclosed air,
and its pitch cannot bc altered by decreased or increased preessure of the sound post.

The second note is the so callcd air tone which we can hcar when blowing into
the "f" hole without any muting of the violin body at all., This notc is ths pitch of
the enclosed air somewhut lowered thereby that the vibrating air is dragging the surround—
ing material (pLatcs and ribs) into the vibrations. The retarding effect of the plates
will be diminished by placing the sound post, and further on it can be altered by giving
the sound post more or less pressurc, but'the pitch of thc true air tone can never be
reachced by giving the sound post ever so much pressure. When muting the back partly, and
also the strings, the chin rest, and th bridge¢ as proposed by Mr. Sanborn, we can also
raise the pitch a little, but th: pitch he gcts in that way is neither the true air tone,
nor the so call.d air tone, but an accidental pitch betweccn thesc.

The third note is th. body tone, and this note is thc frequency to which the
whole system — the violin as a whole - givc resonance. This re¢sonance we can feel when
touching the back slightly by thc hand, and ceinging against the top. Of course, instead
of einging (and by singing we have to remember that the vitch of a man's voice is situated
an octave bclow what we commonly think is the case) we can also use another instrument.,

If we want to realize the exact pitch we have to use an instrument whose notes are not
limited to semitone 1ntbrvals, but for an aporoxim=ate pitch a piano is very good. For

a violin without sound poset th: body tone is about b (246.9 cps) or c' (261.6 cps), that

is a little below the so call:d air tone (without sound post), and with the sound post
placed it is about ¢! sharp or d' (293.6 cps). Also for a pitch an eoctave below the violin
body gives resonance, and in some¢ degreec for th. double octave below, whereas the octave
above gives no resonance.

‘As seen the placing of the sound post raises the pitch of the body tone = and
in higher degree than it reises the pitch of the so callcd air tone, that is: by suitable
pressure of the sound post th: two notes can be brought in unisone. But to bring these
two notes in unisone with the true air tone is a physical impossibility, and when Mr.
Sanborns sayss "w-en building a violin thc ideal thing is to adjust the surroundlng body
to the same frequency as the enclosed air" (this frequency is the true air tone) I suppose
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he 12 thinking 2t tho so azlled air tons -~ othorwiee the samc freguency cannot be obtained.
But why should we br ng thesc two notes in unisonc (and in unisoné with the micro~tone —
or rathir the micro tonc an octave or two abovn)? Mith too many frequencies in unisone

we have the risk that just this note will be ‘dominating in the vlayed violin. And the

air has no micro tonse (in ordinary cecnse). Its part is mainly to serve as a transferring
matcrial because the micro-tones of the platu% are brought in unisone with a note, in
which thc action of the air volume is a part - ‘and only a part? I cannot see any physical
reason why. That it sounde b“autlfully when we are teppineg at the bridge (the violin
strung up) with all ‘these notcs in unisone is no proof - Whatever elsc should we expect?
But it is not thc tone -of ths v1olln when taprod but the tone of th: violin when playgd
that accounts. '

For a full size violin the noﬁos m.ntionecd (except the true air tone) can be
brought in unisonc, but what abovt a little violin (2 size or thercabout) withthe body
tonz end the so called air tone (sound post placed) sbout e' (329.6 cps) or f' (349.2 cps)?
If we should tune the wmicro tones to 82 (659.2 cps), the plates would be much too thick,
and should we tune them to e' (329.6 cps), they would be much too thin. In spite of
that (but without the notecs in unisone) I have tuncd such a vinslin to thc micro—tone
system, and proportional to its sizc thé vinlin sounded as wcll as a full size violin.

Mr. Sanborn is handling violins I should have built from his system (I have
never built a single violin from his system). He is handling e¢rrors which I should have
done: (in vidins still I have 'not built), and he says that the difficulties should possibly
be blamed on myself.- I will lcave to Mr. Sanborn to find out on whom these imaginary
violins are to be-blamcd. .hat I wrote was: "Of course, we can construct a violin in..
that way, and it has becen donc." That docs not mean that I have built such a violin.
Why should I do srros which I from mors than *0 ycars' expcriecne .know would spoil the, :
violin? But the violins ha’ e been built - by a makor who in honest endeavour.tried to
.follow Mr. oanobrn s instruction. The vinlins I have seen and tried, and thoy vere as
I described - lo‘ely /almost Amatl—llko) in tono, but with 100f1no intensity on the o
string. - g

Mr . Sanborn doss not like my violins. He has never scen, nor hcard any of my
viclins, but for .all that, he doecs not like thém ~ sorryl He writes: "Tone-judges claim
that the violing Mr. Skou has made until‘rbcently are not the very highest quality of
tone, and this tone chavwgcs from Ltime to time." I do not know any "tone-judge", and no
" tone-judge" has ever tricd or hsard my violins, as fer as I ¥now. I am forced to believe
that thesc "tone—judges" ars of the ‘same free imagination as the faulty violins I should
have built from Mr. Sanborn, nor his imaginary "tone-judges" have to play on my violins,
but the violinists, who know my violins. and thcy arc of a somewhst different opinion. |

, But ‘Mr. Sanborn knows that such a statoment is dlfflcult for me to oppose with—
out giving the impression that I am boasting of my v1011ns. It is a sort of ]ournallsm
which is not valued — 2t least:not in Denmark. @ne may disagrec with a person, and one
may cxpress it if onc has somcthing objective to say, but onec cannot growdlessly discredit
this other person's production, -that is if one is trying to be fair.

- Well, now I have reprimanded Mr. Sanborn, and he may fe 1 offended if he likes
that fecling, but he may also give it up, and join ths good tcamwork we are trying to
perform here in the journel. And if we should be very large. (and why notl) we can inter—
pret this last paragraph of his as his endeavour - a little strange, of cource — to make
even more interest 2bout the instrument we” .all are loving so much. If so, we may all

be content. and h rc — my hand to reconciliation!

Pcdey Svindsay in his fine article has propoced to replace the word "micro-tone"
by the word "spot—tone": I hnve no objection. But in that case it has to be done before
the word "micro-tonec" has ta%en root. I will leave that to my friends on your side of
the water, that is¢ in the first insance to the Editor.
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THIRTY YEARS 4GO, I WISH THAT SOWEONE HAD TOLD ME THAT
+y Carmen White

1. Good violins have been made with all sorts of arching, but that a maker who wants to
make beautiful instruments should go and study thc finest old Italian vioiins he has
access to. This especially anplies to arching, purfling, "f" holes, and scrolls.
The most common mistake among our beginncrs today is that they always cut a deep

groove around: the fiddle inside the purfling, and then, begin their arching -- which is

usually too flat., Such a fiddle looks offensive, so much so that a fine violinist or
connoissieur would not give it a second look or a hearing. Of course you can find old
fiddles with this groovb——don t forgct, inartistic people worked in 1740 just the same
as they do in 1961--but study the old Italian violins and do not join the ranks of the
artistic. If you have no acccss to an old Italian violin, study any old French or old
German violin you can gct——and follow your arching guides and patterns to the letter.

2. Fine tonal quality just does not come from untreatcd woods and heavy gum—in—oil
varnishes. If it happens, it is an accident--let me repecat, it is an accident! By
this statemsnt, we mcan, of couree, that fifty makers might copy the measurements,
and ‘do -exactly as Stradivsrius did and all fifty of thom might come out with poor

instruments! &nd if fine tonal quality is found accidentally in a raw untreated wood

fiddle varnicshed with heavy gum—in—oil varnishes, such a dondition is not permanent!

With a few years of playing, the wholc situation goes all to pieces! I have seen it

happen many times. Why didn't somebody tall me this thlvty years agol? It would have

saved so much trouble! . '

3¢ Most books on violin making were written by persons who never actually made any
fiddles! It is a.case of "thoese who tcll do not know and those who know do not tell."
This is espccially true of thé English writecrs, who have written many "authoritative"
works on violin making. One of them, whose book is considered the "Bible" among
violin makers actually made only about two or three fiddles in the shop of a French maker,
Georges Chanot, whose violins are considercd today as common Pench Commercial fiddles—if
you doubt it, just compare the prices with those of the Gaglianos, or J.B. Guadagninil
This, book has mislead many violin makers, including thc writer——why didn't somebody tell
me thirty years ago that the writcr knew very littlc about the craft and less about the
artistic reproduction of old Italian tene and varnish? BSo, I am telling you now--read
your Heron—Allen book, but do not try to make your fiddlec like he says, and especially
your varnishl
4, Most new viollns are sold to students through teachers. If a teacher recommends a
fiddle, the student and his parents will buy it without question, especially if they
have confidence in the teacher. Teachers are poorly paid people and need money-—(1I
am one and I know)--so they vsually make an "arrangement" with a firm or with a
maker and -sell those violine to all their students, regardlees of the actual merit of the
violins. 0Only last weck, I listencd to = promising 18 year old violinist playing the
Spanish Symphony in a mannsr to maks a great artist gt up and take note--but, he had a
poor fiddle--a fiddle made by an unknown Amcrican maker--with raw wood and heavy—gum—in
-~0il varnish (yecllow, of course, as they are usually)-—sold to him by his teacher, in
whom he has unbounded coniidcnce-—-and what was the result? He played well, but one of
* the judges, a fine concert violinist and conductor, eaid to me, "Well, of course, he
played well, extremcly well, but we could not consider him as a possible soloist with the
orchestra, as he would not bs heard-—the orchestra would simply swallow him up—~he needs
a fiddle". T had alrcady reached that conclusion, but no one could tell this 18 year old
the "facts of life" about his playing, as he has confidence in his *%eacher, and his tcacher
has a commercial arrangement with a violin maksr (using the term in its broader sense!),
so ths result is that this poor boy is working his heart out to learn to play the violin
and eventually he will get discouraged and ¢uit—-T hor: ond now predict that he will end
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up &3 2 salc=uan, proh bly of insurance or building msterisls—-and another great talent
will be lost! For he is a great talent! But how can one tell him the truth without
offending him and his teacher? We can't. VWhy did't I know all this thirty years ago?
‘5« Mr. Norman Miller and others to the contrary, finc violins have been’'made with all
sorts of graduations, and the sccret of finc tone is not in the calipers, .or in some
system of mathematics or thicknesses! leirht and general resonance and pitch make
more relisble guides to tonal bsauty than any so-called "system" of graduations or
thickness patterns. Only last year, I caliptred a fine old Ttalian vinlin made by Camillus
Camilli, a nobsl and grecat instrument. The center of tho top measurcd'5 millimeters, the
center of the back measurcd just over 3 millimeters In other words, the back and the
top were practically the same in thickn:zss! I played the Bach Chacorine on it, and was
not disappointed in its tone--it is today next to thé concert-master in the Boston Pops
Orchectra—-so it is "up thers" if any of you f£iddlc makers doubt its valus! How to ex—
plain it? Easy--he had a picce of donse, hiavy back wood and 2 lovely light top--so he
. left the back thin, as indicatcd to him, and the top thiclk enoush as indicated by the
..wood itself. Guides? Weight, probably--a picce of wood at hand weighing exactly the
same ‘as that of a back of a violin of known value——and @ similar piece for a top of known
. value——just balance them, that is all. How clse cen we explein it? ‘Let's hear from Dr,
Saunders and his friends—rom the methematicians——~from Mr. Norman Millor-—-anyone who
can throw better light on this situation should be heard from! I will lead the way in
listening—-but I wish I had known all this thirty vears ago.

6. Varnish has no offect on tone? (Pause herc for laughter). Of course, the classic
answer is that all the varnieh has been worn off on some of “he old Italian violins
and they have retaincd their fine tonc. True. But can we really say that a varnish
which doss not spoil the tone of a violin hi&s no effect on tone? Let us put in cap-

al letters "THE VARNIsH OF THE OLD ITALIANS DID NOT HURT THE TONE OF THEIR VIOLINS."

Can we say the same of our heavy gum-in-oil varnlehes~~no matter how refined and pure that

may. be? I say we cannot—~and I wich'I had known this thlrty years agoes Our quest is for

. a2 varnish which will not spoi il the tone of 'a new fiddle--and one which »ill look brilliant,

alive, and besautiful through thc y ars--transparent. and full of color--and one which can

be readily colored with all the violin colors (not yellow snd yellow brown, as most of

our modern varnishes arc)-—onc who e rsd does not make ug want a pair of sun-shades over

oureyes! Have we found it? I do not %now--but Michelman hes given us a fine basis to

work with——I heve never sech anything in my thlrty yebrs experience any better, and I do
not think I have ever séen anything as good——I am rcady to abandon it today if anyone
shows me something bettor, but to date, I have not scen anythlng to equal it.

7. If we make a fine new violin and carry it to an artist, hz will probably not recog-
nize its gqualities—-not because he do¢s not know, but becauvse hc has been fooled with new
fiddles so many times that he doubts the p.rmancnce of anything new he sces. I wish I had
krown of this existing prejudicc against new instruments, particularly the prejudice in
favour of Italian instruments; (even nsy ones) as compared with those of othor natlons.

8, 0ld and expensive woods arc not ncucessarily bettcrtinn newer and plainsr woods Sdme
of the old Italian mestirpicces are rcally made from plain woods——partlculquy the backs
of somé Gaglianos and evén Dt’alePrlS.

9i Most "violin varnish® 'is Olerary vernish: No spirit varnish shﬂuld ever be considered.
If you wish to ure a commurcial violin varnish, no matter howAell it is made, use it,
but varnish thin and scanty and avoid the heavy weight of the heavy fossil gum—~in-oil

varnishes which either vind up your masterpiéces as in a vise or else, if soft, surround

it with = tone-killine substance similar-to lﬁat% ol

10, Never stain the wood with any water or alcohol stain hefore varnishing. 1In féct;‘no

stain as such chould ever be urad in finishing a new violin. Of course, you can get
a most attractlvc finieh -by using staln. But to convince yourself that it is wrong,
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just place your mesterpiece alongelde a fine o}a'Italian violin and study the two--you
will be heartily ashamed of your stained fiddle-—and you will throw away your bottle of
stain for good! A good fill r goes throuch the wood and give a soft yellow ground color
never obtainable with any stain that I have seen. Why didn't I know this thity years ago?
It would have saved so much trouble and so many disappointine varnish jobs for me!

11. Stay away from "new ideas" about bass-bars, posts, bridees, neck angles, "f" holes
and the like. Wc cannot do botter than to try to recreate the old Italian Master-
pieces. Therrepresent a goal, an ideal, a "consummation dsvoutly to be wished"—-
they beckon us all and call on us to show our best skill and talent, our highest

artistic realization in thc craft--avoid any ncgation of -these ideals (such as, for ex—

ample, the so-called "Tertis Model" viola). Do not be mislcad by the apparent contradic-
tions among 41l of us who claim to be violin makcrs. We are often wrong! All of us.

Some of us say "use linsscd oil as a fillir"-—others equally famous say "never use linseed

0il as a filler"--do not let this bewilder you too much--use your own artistic judgement,

your own ears to determine what is good and what is not, along with the opinions of experts
who know and who are not financially interestcd in the outcomes! Such is the true art in

:violin making.

WHY EXPCSE VIOLIN \I00D TO RAYS OF LIGHT

v

by H. van der Smagt

You know the Dutch saying "Seck sun", for "Summcr is short in this country, last
year it fell on & Sunday". So I can not answer the ocuestion "Why Sun"? directly. If Mr.
Norman Mill:r is willing to put up with a somewhat modified form of the question "Why
expo-e violin wood to rays of light{" here is the answer.,

The scientific investigations of Dr. Saunders in American and Dr. Meinel and
other in Europe ars, after the war, put into practice in Vienna (Austria). Austria is
a poor little country but a well known piano manufacturer , and the High School for
Technical Sciences have interssted themselves in the matter and the results with violins
are brilliant. Many of the great and even the greatest performers (Jehudi Menuhin) play
a modern V¥iennese violin. v

In a lectire, delivered at The Hague (Holland). Engineer %Willibald Lutschinger
from Vienna told us: "By exposure of the wood to rays of light of a certain wave-length
(temperaturc 35 degrees Celcius), homogeneousness, stiffness and hence increment of the
modulus of elasticity are obtained." Of course this wave—length is kept a secret, and my
own enguiries have not succeeded.

This I presume, is a problem, worthy to be submitted to the scientific ingenuity
of Dr. Saundcrs. If he can but discover that wave-—length and how the formule can be

applied in a simple violin makers workshop. The Viennese violin-builders may thank Science

for their great and decisive succecses.

The wood is te-ted before modslling and afterwards the finished instrument is
again tested. This by mcans of the osgéillograph. Thus the violin-makers are beforehand
acquainted with the qualities of their wood. Afterwards they have the opportunity to
correct th: finished instruments.

It is Science, that has creatod this possibility. With a third (and last)
quotation, Dr. M. will magnanamously forgive, Science has been, is and will be, "Their
Guide, their lod, and their master". (Dante).

- @ =
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MY ZXPRRIENCES IN VIOLIN BUILDING

by Zrank W.Heinonen
Toronto,Ontario

In Mr. Xristian Skou's contribution, hc mentions "Moclksl makes the inside first
which is a mistake", I was juet wondcring if he meant he vuts the rib section together
firet. But, then he sayes "he forms the outeide first marking the curves by use of the
drill." I find that he not only markes the curves, but, they are drilled to certain depths.
Each curve, which forms ths arching after they are gouged and planned to depth, which in
my way of thinking is very accuratc that cannot bs very easily attained by the naked &ys;
however you have to usec your eye for in betwecn the curves which is natural.

I made a violin on these principlcs and I mu=t say for equality, volume, beauti-
ful tone and playing quality I am ouite pleascd with it and it surpasses the Heron—Allens
that I have madc in the past ten ycars. In Moclkels book I used the diagrams of Antonio
Stradivari 1709 known as the Neruda. I uscd the millimetre scale to get the distances
of the elliptical curves. There ars also diasgrams for the arching of the same violin the
Neruda 1709 on the ncxt page of the book. But I didn't think it necessary to use them.

To me the system sezms to bazlence the whole structurc of the violin and synchronizes th e
plates one with ths other, and having th. thikest in thc region of the sound post.

Being a playsr myeself all my othcer violins sound sick conpared to this ons. I
think a person has to be a playcr to apprecinic a vielin. Kreisler's "Caperice Vienoise",
sounds quite good on it, but I wouldn't say quite as good as sichale Rabins rendition
on a record I heard. It was besavtiful.

This violin, I gave thc.Michelman linsecd oil treatment and varnished it with
the red alizarine. I hopc to hsve better luck with compiling the varnish as I couldn't
‘get the 20% paste alizarins that Michelwan prescribes but thc color is fast and has not
faded in the least. I had to work fros a powder and it wasn't too transparente In a
previous effort I used the red maddor root. But the color was not as good and Mr.
Michelman mentions that in future the alizarine will be uscd cxclusively in place of
madder for the red varnish.

Going bacl to the mockels book he mentions thet the old Italian masterworks are
too weak for the high pitch of today. Althoush he says too much wood in the top of a -
violin, thc¢ ring will not be plentiful onouch and the oscillations will be smallor instead
of largsr by a normal buillt instrument. The circle tester is not c¢nough to determine
the firmness of tho wood. The old wisdom in violin building "sorft wood must be thicker
and harder wood made thinner"— nothing is morc rieght. today. :

The old masters set the thickniss from the fecling of the wood. They found
from this and that way the avproximatc acprcoch to the right amount of wood. After -
measuring a string work, 1t was found th. bacz thickness m.asured San. to as far as ?_-%mm°
under certiin points. The top only in exceptions 5 to 3%um thick. The thickness must
not go over >mm.

Customarily low archcd instrumente arc made thicver in the top. The thickness
of the back is governcd by the (Eigentone) the normal tone of the plate. It is the
reliable and tolcrablc vroving stone. Ovcr a thin spotgover the richt or left upper part
of the back hold it between thc thumb end the index finger »f the left hand, and with the
knuckle of the right hand tar azainst the midilc so you can hear .a distinct tone, and
with the h 1o of the piano, or better = tunine fork or still better enother violin. If
this tone is under ¥, then the back is too thin, also it should show 4mm. If it goes
over G it is cutomarily too thick; also is not more than 4mm. The natur=al tone (Eigentone)
influenced the quality of the inetrument. If it is too hich by the notes G and G# the
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ring will be very clear and bright. If too deep by the note E the cuality will be
dull. Over 4mm thick by the natur=l tonec over G working off wood will make a duller tone
but you must not go under 4mm in the middle a thin back will always have a weaker carrying
pover. Good sounding instruments have the "natural tone" F and .

The top must always be evenly graduated and have flexibility and there hangs
the full tone complacence and right breathing of the tone. The natural tone of the plate
is of little importance when the firmness of the wood and when the natural tone of the
wood doesn't go paralel with the back. Thickness over 3mm in the middle and on the F
hole must not be necessary. Avoid thce possibility of too much lining on the tpp.

If the top is too flsxible usc a longer bass bar, giving more firmness. If
too thick a top, work the bass ber small:r. Fir-t, long standing experience and moderat-
ely equal results will be attained-.

I rely on Heron Allen's book ouits a bit for measurements and there is really
a lot of good points in it. Although I haven't been following the Heron—Allen back stric-
tly. As this article came out in a Finnish picture magazine and I have been following
the inside shaping of +he back mentioned in it on all previous instruments. Of course,
the Heron—A:.len top is a little heavi-r thickness than what the otheres seem to specify.
But as he figures it takss 50 years for the woods in a fiddle to get acqudnted with each
other and the sap all dried out he could be right. 1In fact, Heron—-Allen says that if you
keep a few fiddles, or rathcr make a supply of fiddles and kecep them for 50 years they
would be in good playing condition to sell for higher prices.

The micro—~tone tuning syste=ia riay be all right although some one mentions in
an earlier edition of the Journal that "How is it going to work out as after varnishing
the pitch will be raised." Mockel, gives a tap tone rise of ons toneg after varnishing.
Thzre is something in the Mockel book in the part relating to the accoustics of the
violin where you use some kind of an electric magnetic apparatus which goes on the bridge
and neare the bridge for testing the tones. And therc are diagrams of shading of white
and black on different parts of the violin and, which indicate a different tone, as a
whole scale is shown and different shading for each note. I had to procure a larger
German-English dictionary as the research gets morec complicated as we go along. I don't
know where you can procure these .*astruments for testing the tones and whether tray
would simplify the matter in the maicing of wvislins or not. Then, there is another point
I thought of, when a certain note is played and it vibrates a certain part, when you are
playing a certain note, some othor person would have to feel around where the vibraticn
centres. I don't know if there is any advantage gained by this knowledge, however, I
expect to study it out eventaully when I get morc proficient in the language.

I noticed Pasqualini’s name is mentioned on these accoustic articles, and I
think he may be the same man who was in chareg of the viola competitions in Rome.

What, I really intended to write about was to ask if you,could get me a piece
of B.C. Sitka Spruce, as I started a new violin and I'm not to satisfied with the top
wood .

-0 -

He walked her to the front door. She whispered
with a sigh, "I'll bec home tomorrow night."

He answered., "So will Ii"
()t
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LETTsR FROM MR. BAINTZR
Bellingham, “Wash

It was fine secing you and Mr. Hawes even though time was so short. Aifter you
left Mrs. Banks played the Amati and "Strad". She like the Amati the best but I thought
the "Strad" was grand. GShe asked a question concerning cellos. Why do so many cellos
wolf on note F? Is it true of violins that all sound or respond more to one particular
note, on the 8trad of Clydes I failed to notice the little pegs, Heron—Allen says were
awl holes used to hold the top or back to the blocks while the clamps were being adjusted.
They were plainly evident in the Ameti,

In the talk abnut linseed oil, very little seems to be said about Walnut oil,
I have a book (old) by Baird. "The Painter Varnisher and Guilder." That makes quite a
pgint of the fact that linseced has the tendency to kill the color in sunlight. VWhereeas
walnut oil aids and preservecs the color. I asked Michelman this question and he pointed
out that he had ovircome thie feult in his formulas so I suppose this is a small voint.
That walnut oil was prefecrred by some of the old master painters is suggested in Mrs.
Dalours book on Artist Materials (sun.thickened). Chemiczlly the two oils are quite
similar I believe.

I'm not so sure I would agree with Justin Gilbert entirely, still, his theories
are fascinating. My question is can I hear pitch this accurately and by the way does
anyone know for sure whethoer the tone pitching of plates is a reliable guage or not?

I notice that in putting in the foundation coat he Jdoes say to asvoid getting
the plate hot. enough to make the wood brown. Docs anyone really know what effect -heat
has on wood? I was surprised to read in Michelman's book that the temperature on the
drying boxes comes up to 15C degrees which is pretiy warm.

On the Scicnce & Mechanics Magazine Junc 1959 they advise for the dehydration
and preservation of wood relics recov:rsd from sca water. BSoak them in pure Alcohol
baths % in all, each bath one veek long. Then sozlt them a weetr in an exylene bath.
Finally put thum in another exylecne bath and add paraf~in chips until you *»ave a full
saturated solution. Let the wood soak for about 2 weeks. Remove it from the solution
and let the exylene c¢vaporate. Ferhaps a similar mcthod could be adapted for a violin.

Thinking of propolis. I notice onﬁrocipe r.quiring propolis and linseed oil
for a watcrproof varnish {or solid bowls. Mr . fighery, violin repairman, told me the
French uscd propelis in varnish but 1t has a tcndency to turn dark. In the artists books
varnishes using rosin turn darz and have a tende-cy to chip. Still using Michelmans
varnish the result is dif crent. <hot do you think?

I like the idca of tempzra (eges) although I h ven't had a chance to try it.
This Mr. Fisher I wmentioned uscd it on a vioslin of his.

I hope you haven't minded the ramtling on of egn amateur. I look forward to
seeing you and othcm ggain. Best Personal regards to you and the club and a salute for
a rsal good Job. :

0=

"What can I do for you?" asked the income tax inspector.

"Nothing," s&id the harassed-looking taxpayer. "I just
wanted to mset the people I'm working forl"
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REVIEW OF RECENT ISSUE» OF THE "JOUANAL®
by Wendell Pratt

I received the October issue of-the Journal a few days after I wrote saying it
had not come yct. Congratul:tions on the completing of anothcr year.

I often wonder why #there is so much in the Journal on trying to find amber and
making varnish from it. My mother had a strin+ of amber beads, some of them as big as
your little fing.r but I have never thought of making them into varnish. I can purchase
amber varnish in eith.r light or dark chades from an artist supply shop right here in
Ccncord. It is made for varnishing paintings by #insor end Newton of England and is
about half the price that mest violin. wvarnish is ouoted for. I Ynow that Norman Miller
gets amber.varnish from Harris in England end scems to be well nleased with it. I think
these pld.varnish compaies can make a far cuperior product to what an amateur experimenter.
can meks.

I feel the same way regarding propolis. Laubi has it for sale all dissolved
so why try to find it and then experimznt on dissolving it 2nd run the dang.r of toxic
solventes and impure products. I think the maing of a violin itself is hard enough with-
out trying to make the ’illcr, varnishes and the tools hesides. One fellow here in New
Hampshire that I have corresponded with-and talked to has made his own varnish but has
gone back to commercial brands. He uced coffce for a brown stain because he.thought it
being an organic stain it would not harmn thc wood as some other substance might.

I think ths Journal chould recommcnd the adoption of the mstric system in those
countries thet do not as y:t hzve it. Thc U.S. has trisd to adopt it ever since 1795
but haven't got it thru coneress yet. I don't know what is being done in Canada but it
requires inforiing the people of the disadvantages of our English -system of weights and
measures.. Here in the U.S. we beleive that we are actually losing trade with countries
that are on the Metric systom such as the Latin hmericas because of our system. I noticed
that liecrtman like many scicntists used th: metric system in his book and often times in
letters . in the Journal both systems arc used. Those that advocate the change say it will
require about a gencration to make.the transition so those thot have never learned it will
be retired and for thi children to 1 arn the new and for many of the old utensils etc.
to be worn out. They sayv that aft:r the Enclish gystem has finally been drooped that
there 1ill be a savines ov 25% of the time in erithuetic in schools because of the rsduced
emphasis on fractions.

I have been very intcrested in follovwing the discussion on bass—bars in the.
Journal and I wish that th: writters would give a little morc inform~tion at timese. F.R.
Davidson says he balances the ber right on the bridge line but doesn't say where he bal-
ances tho top alone before adding the bar. I would think that he balanced th: top alone .
on the bridge linc too. In like reasoning I eghould think thst 3Stuekerjuergen who balanced
the bar in front of the bridge would balance the top without bar in front of the bridge.
Again he does not say. I think th:t for those who read the Journal and try to pick out
the good points to uce in their own making thot thcy mu t reason if this method is in
keeping with thceir oth r con<truction methods.

For thore th=t use a filler tht i1s actually absorbed by the plate, I think they
must take into consider tion the added woight of th. fillsr and therefore cut the plate
thinncr. Justin Gilbert states hie filler will add %.7 grams to the weight of a top.

If my calculsations arc corr ct and I did them in th. motric system, it was so much easier,
this extr: weight would bc calivalent to the added thicencss of 3/64th inch or ahout O.2mm’
to a spruce top. I beleive th-t common sense is onc of the best things a violin maker

can have. .
continued on Page 23
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VARNISH MAKES THE TONE
by Leo Lynch

Mr, Wm. Martin's articles are outstanding and I'll say he certainly is in the
know in regard to the old Italian violins and hc makes a statement that I thoroughly
agree with vhen he says, "That the wood in thc Italian violins do not produce the tone,

¢ filler and varnish produce that tonc. Whon you hcar a woody tone that is a cheap

# poor tone. The wood mcrely vibrutes the filler and varnish." Page 8, May 1960 issue
of Violin Makers Journal. Also in Septembecr issus Mr. Martin states the facts that sub—
stantiate my idczs to a certain extont; the cxception being that the oil I use conforms
to these spccifications and whon dry are soluablec in saliva, terpentine, =lchols and even
warm soft watsy To a certain extent soskes through the plates and gives it a soft swect
tone. It also dampens the tonsz and mutes it a little so I had to find ways and means oj
increasing brilliancs and power in the plates.

For this I h d to go to Chas E. Herbrig, 3t. Faul, who is now déceased. He
showed ms how to put a thousanrnd dollar tone in a hundred dollar violin with a ten dollar
tone and its done with plinty of good wood snd a good graduzation but last and not least
an clastic varnish or sz very sunnle varnish with a cert2in amount of the hard gums in it.
I had to go to Stephan Kujawa for the ¥arnish. He also substanciatcd Mr. Herbrigs
theories and teschings and tzurht me more practical violin malzing than all the other
makers that I've worked with =nd th-t is ho» to g.t tonc.

I'1l furthor state that +f your varnish docsn't hsve tone you =re sunk as far
as how good a violin is concerncd. Maybe you'll have to reprint soms of S. Kujawal's
instructions on varnish imking, they can't bz bzat anywhere, but if you can buy his
varnish and know or lzarn how to avply it you'll have tonc. But the filler is, so,
mnh, so important, and also how to avply it is of utmost importance. I'vc spent years
learning this and Dr. bdalace Belt, {(now dcceased) taught me this part as I have somc of
his violins made on the Gilbert System and they cowpsre in tone with any five thousand
dollar violins and better. o

I'11 futher stat. th=t Joseph Guarncrius del Jesu did nothing more than put the
maximum amount of swecetneses in his plates and the maximum amount of Brilliance in those
same plates and a good thick baclk for a largc arsa under the post and to lower the tone
of the back. Put a swestener in it and too he put brillisnce in it, this can be done if
you know how to handle your oils and gums and correctly avply a good varnish and a good
filler. You also need the sun to dry as the sun will dry more filler inten days than a
drying room will dry in two ycars.

Now kidk this around awhile, maybc its all wrong but it gets valuable and price-—
less tone and you can put it in any violin if it has a good wood and gradustion.

— G =
REVIE/ OF RECENT ISSUES cont from page 223

I thought Norman Millsrs mcothod of determing the length and depth of the bass
bar a good one and will be intcrested in hearing comments on it. He tried to explain this
to me in 2 lettsr a year or so.ago but at thc time I didn't have his thoughts so well
clarified.

I sometimss envy you fellows that turn out a violin every fcw months when it
seems to take me years to do it but I also console myself by the thought that the more
Journals I read the better my efforts will be in the future.

e
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THOUGHTS AFT&R RELDING'"THE JOURNALM

by William Kirkwood
Forfar, Scotland

I hold a lot of convergent views as regards the violin, perhaps we are all in
the sams boat, but it is only by airing our diffcrent views that we will gct anywhere.

* The violin in my view, in addition t> being a work of art (and many would place it wholly
in that sphere) is also a very deep scicntific problem, so deep that cven in the indust=-
rial sphere vibrations seem to be very little understood. Text books on sound tell us
little or nothing as regards the violin scientifically, books on the violin even less.
Perbaps you know what William wart Gladestone said about the violin (he apparently was

“a violinist, at lecast he could play the violin). Souething like this "That it possibly
would take more strength of mind to find out ths secrets of the violin than to build a
Forth bridge.

What is the reason for all this undiscovered mystcry. For certainly the most
direct and clear path to discover the so called vinlin secrets lies in its scientific
actions. I don't think I will be wrong in saying there are two very marked reasons for
this. One 1s the continual copying since the days of the 0ld Masters, with a strong
belief flung in of perfection or near perfection. The other reason is the seemingly small
financial gain to be got from such a deep study to discovecr these violin secrets, but
there is no other diresct road, and secms must be got by the love of discovery alone.

I am not eaying that .by intuition, traditional and conventional methods of
thought much cannot bec achieved; a grcat-lot can be achieved, much nearer to a real
discovery of the Scientific Principles involved than one would think, as in a great
measure whst applies to the one also applics to the other although there is a great
Gulf* betwecn the knowledge of the one and the knowledge of the other. . Very marked in '
this respect is the way intuitional thought leads; you get violins in all arched shapes
‘and forms, even throughbtut their lives by the old masterssy Differences of opinion on
vinlins which would seen to indicate a wide gulf, a gulf too wide if the violins were
reasonably and carefully made.

I have a book b+ John Broadhouse entitled "The Violin", in it is illustrated a
tree and inscribed on its branches upwards is the names of the Italian Violin Makers from
before Gaspara~da—Salo tn sometime after Stradivirius. These must be about 200 names on
this tree; how is it that amongst this vast number Stradivari and Guarnerius are the only
two of special note.

To me violin literaturc is very conflicting one way and another and sesms to

lost in a maisees Also its varnish problem, and varnishing of which I am not very good

- at, although you would not sce a brush mark on any of my violins, and that without any
polishing whatsoevir, I think a hard varnish doc¢s not transmit’ the full tone to the air
ovwing to the rapidity of it< molecules in its waves, whereas with a soft varnish it comes
nearer in nature to the consistency of the air, molecules and produces a more full tone
with a slowver travel of the molecules in its waves, that is the waves or vibrations pass—
ing through the varnish. In this connection I am very pleasel indesed to have your notes
on Tempera, and how to make it, I think it will prove good.

I see Mr. Reginal Price uses Winsor and Newton's varnish, my three last violins
I varniched with Winsor and Newtons Amber Varnish.

There are some points in the violin o7 which I am surc thcere is a wrong concep—
tion takem o7 them. The bridge pivots from or on its centre, not from a somswhat stationery

post. The p7-i vibrates the back with the right foot of the bridge stabilized by the left
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foot above the bar, the back being the main source of action for the higher strings.
Similar the b r vibratcs the breast with the left toot of the bridge, statilized by the
right foot above th¢ post. The breast becing the main source of action for the lower
stringe.

It is generally belicved that the conteined air in a.vinlin is actuated by
compression and dilation through the sound holes. There is comprcssion and dilation
all right but it is a letent pressurc and diletion, .inh.rent and inborn in the air mol-
ecules themselves. This latent wave whin forced throuch. the sound holes spreads and
cannot re—enter, and is compasncsated by a very negligible amount of ordin-ry air pressure
so0 to speak, but cannot be spoen 97 as othir than latent inh rent and inborn.

The bar in connection with the lcsser arca of the front of the brezst and the
greatcr area of the back of the breast, scems to me to be not gencrally underst-od.
Something si ilar to the stabilizing of the actions of the bridee. The bar is stabilized
to a certain extent by its front part being on the stirfer and lesser arca of the front,
thereby assisting it to a greater sxtgnt to vibr te the greater arca of the back of the
breast.

Th n there is the travel of the waves or vibrations acrors the breast from the
bar. In thc imnsdiate ar a around the bar thore 1s a spring tension put on the breast,
Betweecn this part and the edges there is a sort of no mens land, on this part no great
effective vibration tension can be put, but by the reinforcement it transmits to the
firmer area around the edges, thcee edge areas respond because they h=ve 2 firmer elastic
movement, a2lthough they possess no sprine tencion but are firm and respond to the induced
tensi-n, at least in parte (Similer to a piece of spring .steel gripsd in a vice and made
to vibrate) which may take large vart- of the central arca vibrating with them. It is
these separate vibrating parte extendine inwards from the edges which are the so called
free vibrations, but they certai:ly seen anything but free. It is for this reason thet
Gurrnerius violins havs th. strongest tone, heins thict around the edges and less thick
on the breacst around the centre o7 ths bar, just cnough thickness of the breast around
the bar to stabilize its action.

. )

I am ‘surs the bridee is also somewhat misunderectood. If the ordinsry type
briige is strong in the hotton wines, and weak in the top wings vou certainly won't cet
a full ‘tone from th: violin, as th2 weak top wings will to a great extent vibrate on

. their own, without transwission to thi bottom winws, There brideeswith three largs
incisions cut in thew, do mot give a fine énoush yisld to suit the molecular action in
the bhridee, and thorcby 1e¢ somewhnt erratic in 1te action, also I think a bridge should
not bc made throuchout with both of its sidecs par=llcl to one another. It would give a
botterterlance if cut thickest in the lowsr ¢ ntrs, snd rlightly tapsred to the ends or
gides snd top and .ould also n-'t %ink along its centre. ‘

= 0 —
Force never changed anybody's mind, but education
and understanding hHave won a lot of victories, even
. though they take longer.
«+...Charles E. Wilson
- n -
An ounce of fact means more than a2 ton. »f argument.

P «.s.Martin Vanbee
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AUDIO O3CILLATORS VERSUS PIANOS

by Ggorge X.M. Collier
Anoka, Minn.

Now, and since it has not becn coverad in the Journal, I want to talk on the
pros and cons of audio oséillators versus pianos as tone generators for checking the
audio characteristics of violins and such, both as a whole and in their various parts.
I'm & tyro violin maker, but have spent around 40 ycars in electronics and beliazve my-
self somcthing of an authority.

Let's first look =t audio oscillators. These instruments usually  give contin—
uous coverage 20 to 20,000 cycles, eithcr in a single dial rotation or in a series of
decades with a multiplizr switch. In the lattzsr and more common arrangement, the dial
is usually granduated 20 to 200 divisions. This graduation with the multiplicr switch
in the Xl position covers 20-200 cycles. With the switch in the X1C position the dial
covers 200-2000 cyles, and with 1t in thc x100 position the dial covers 2000 to 20,000
cycles. Calibrated accuracy is usually around 1% in labor=ztory grade instwruments. At
this accuracy 200 cycles will be accurate to 0.2 cycle, 200 cycles will come out accurate
to 2.0 cycles and 20,000 cycles will show up plus or minus 200 cycle. Further, due to
oné's inability to return the disl to the same places every timc, accuracy of the generated
frequency may fall to 5% or more., Thercfore, even with a good oscillator costing around
$200.,00, one's ability to recset betwsen dial divisions to less than abtout 3% is extremely
doubtful. For most work, 3% is adequate and I belisve it sufficient for violin testing.
Oscillators with tetter rcsctability and acecuracy are on the market, but they cost around
1000 dollars and most of us don't ovwn them.

The big advantage in anaudio oscillator lies in frequency coverage without the
gzps inherent in a piano or organ.

More people own piancs than oscillators, hut pianos even though they may be in
tunc with themselves, are not always brought to the standsrd A44C pich. When they are,
they seldom hold it for long. furthcr, the A440 forks used by piano tunsrs are not always
accurate. Therefore, the freguecncles gencroted by the run—-of-mine piano are apt to be
less accurats than those producsd by an oscillator, plus ths disadvantage of the hiatus
between tones. Organs are freeuently thrown slightly off pitch to give them proper voice.
In spite of the above, I consider a freshly tuned piano,brought to an exact A440 pitch
somewhat more accurate than an oscillator.

Now comes the jokcr, how do we come up with an exact A440 pitch. Well, if one
has a reasonablc high freqency radio receivcr, its casy. Just tune in WWV, operated by
the U.S. Burecau of Standards on 5-10-15 and 20 megacycles and listen to 1t accurate to
about .NOC,000,001% A4LO is broadcast during alternate 5 minute periods of every hour, 24
hours per day and 365 days per ycar. The periods not broadcasting A440, broadcast 600
cycles, accurate to the same tolsrances, which frequencies are utilized by power companies
in setting their gener=ting couipment. 4£l11 4 radio frequencies broadcast simultaneously,
but one of them will usually be bettsr than the others, which one depending on the time
of day and year, and the distancec between the receiver and WwV near Beltsville, Maryland.
WWV's coverage is world wide and one of the 4 frécuencies is almost always usable. The
next joker is getting the piano tuncr to abandon his precious fork and use W.V. Sit on
him hard enough and he will. My piano tuner had never used ..V before he came to me for
the first time, now he 1s in love with it.

Now, if one is blessed with both an mudio oscillator and a piano, he's in, pro—
vided he has tromped on his piano tuner hard enough to make him use WWWm as the audio
nscillator may be checked against the piano and dial corrected accordingly. It then
becomes a more accurate continuously variable device.
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AN INVESTIGATION INTO THE GR.DUATIONS
OF STRADIVARIUS & GUARNERIUS VIOLINS

by Don White
Fart 12

This month sparce in the Journal is at a premium, so we will be obliged to cut
this instalment short. We will simply present Dr. F.A. Saundsrs who will clear up some
of the facts concerning the "Air Tone" in violins. Next month we hope to enlarge on a
remark made by Mr. Stou regarding the micro-tone theory. He states: Quote:~ "The vibra-
‘tions in the belly are mainly transferred to the back (and vice versa) through the air
volume"., This is a startling statemeént! And we hope to quote Dr. Frederick Castle
again as he held this same belief. '

Here then is Dr. F.A. Saunders talking on the Air Tone in violins.

NOTES ON THE 4IR TONE IN VIOLINS
by Dr. F.A. Saunders

_ The Deccmber number of this Journal is supposed to have roasted me brown, so
that I won't have another word to say about Air Tones; but the attack by my critics
never touched me, and hcre I go again.

The criticisms were aimed at me bocause I was supposed to have said that there
was no vibration in the inncr air of a violin except at the ailr tone; but that was not
what I said, or what I belicve. The inside of a violin cannot be silent; on this I agree
with the Editor and with K. Skou perfectly. What I keep on saying is that a lot of sound
gets out of the f—holes at thc pitch of the airtone, but very little escapes at any other
pltch because thc ;nnpr v1brat10n 1s very much reduced.

I would like to try to explain the proccss of sympathetic vibration which makes
this odd state of affairs poseiblc. Consider an' experimcnt which most of us are familiar
with. Start with a swing with a child in it. It is an "instrument” with some odd ways
about it, like 2 violin. .hat 1s the neccessar~ conditon for producing a big swing by a
series of gentle pushes on the child? e agree that the pushesrust be timed to agree with
the natural rate that the swing has. If that rate is, pcrhaps, 2C to the minute and we
insist on giving it 22 pushes per minute, what happecas? Ve first push in harmony with
the natural swing, but prosently arc against it, so that our pushes tend to stop the
motion; then, latcr, wc agrec again, and so on. The nst result is that the motion is
not steady, but 1s irregul«r, and on th. waole fecble. If our rate of pushing is
corrcctly chosen, the cnergy of thoswing increasés with cach push, and the child has a
good timc. This is a case of "sympathctic vibration" which the physics student calls
"resonance" . '

In 2 violin we can excits air vibration ineide the "box" by putting the prong
of a tuning fork in front of an "f" hole, and whzn the proneg- vibrate it sends hundreds of
little pusches per secomnd into the hole, each of ‘which is rcflectced back in a very short
time. If the fork has the samc pitch es the airtonc the reflected pulses agree with the
incoming one¢s and we have sympathetic vibration. The sound is greatly enlarge, as the
swing was above. Now what about silence insidc th- box? ‘The vibrotion in there is like
that of the¢ swing hen tho pushes agrecd, and the sound is very loud. But if the fork
has a different pitch, no sympathetic vibration is built up and the vitration inside is
like the swing which is being pusied at the wrong timss. The motion starts and then
dies down, and is irregular, but ncver loud. hy can't we force a swing to go at a
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different rate? Silly question, isn't it? VWhy can't we argue with a clock pendulum

and make it change its rate? Vhy can't we makec a violin G string change its pitch with-
out changing its length or tension? These things are tuned to a pitch and refurce to
change. The box of a violin is tuned likewise to one pitch.

Our Editor mentions an interesting experiment done by Harry Adkins, in which
he plucked various notes on a double—bass and blew out matches at each pitch when he
put them in front of an "f" hole. -(The air is not "blown out", but dances in and out
to give that impression.) Here the excitation is not regular, but explosive, and the
formationof sympsthetic vibration is impossible unlcss the vibration is uniform. If he
bows the bass instead of plucking it he will flnd the matchecs blown out only at the
airtone often near B flat).

If no sympathctic vibration ie formcd then the explosive sound passes right
through the "f" holes at all pitches, if it is formed the pitch must be right, and we
get the airtone. If the¢ pitch is wrong we get a misfit in which the vibration of one part
of the sound wave inside the violin destroys the othcr, just as one contrary push on the
swing would destoy part of its motion.

A critic might say thnt the violin differs from an organ pipe or a blown bottle,
because the "walls" of the enclosed air are the source of the sound. That foct makes
the vibration much louder but does not alter its nature. The 2ir incside the box remains

stubborn and refuses to vibrate loudly unless the note playcd has the pitch of the air
tone.

- @ —

VIOLIN, MAKERS w—w—- SOMETHING NEW

FOSSIL WOOD

Allow yourself the pleasure of owning an instrument with power,
refinement and nobility of tone. Try our Patent Fossil Wood.

Fossil wood is prepared by us from the flnest European
Spruce and German Maple. Write us and find out all abeut
it. We supnly wood for a complete iustrument end at .
a moderate price. Fossil wood eventually becomes as

hard as bone producing perfect tone. Vrite for particulars.

JAN HILBERT NORDLANDERse:eeovesaesn.s. GUNNILSE .SWEDEN.
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INTRODUCING THE EDITOR OF [Hk STRING SsCTION

by Don White
We are very happy to introduce to our readers the future Editor of ' "The String
Scction" — Mr. Carmen “hite.

ils foel assured that under his carcful "leadcrship" the string section will
perform in perfect harmony with all othor departments of the Journal,

Mr. Carmen ‘hite resides at San Angelo, Texas, his address being 1022 Caddo
Stre t, and, by the way, Carmen and Don White arc not relatives but only very close
*friends. '

_ A High School teacher by profession Carmen'ts first love is the violin, second
love, violin playing, his hobby, violin and viola making.

Mr. shite ie @n accomplished artist playing cither violin or viola in
Symphony Orchestras. He holds the M..i. dogrece His violin and viola making has been
highly successful. Lastfall hé won highest honours at thc Arizona Violin Making Contest.

Carmen ‘hits is, of course, well lznown to readers of the <dournal through his
valuable contributing articlwus, but the above will we hope give a fuller picture of the
men himself.

Mr. White was given this assignment at rathcr short notice, too short for him
to get fully organizsd for this month. Your regular Editor (Don White) has therefore
inserted a couplc of articles to complete the section.

- Articles and correspondence associated with The String Section should be sent

direct to Mr. Carmen White, at the address given above. e hope that our readers will
‘be lipberal with these articles and discussions.

Carmen starts out with an arguaent in favour of Gut Strings. Surely some of
you can find plenty to say in support of steel strings. TYou should be able to start quite
a discussion on this ones subjecct. '

With the e words lct me retire! Readers, lct mc present your conductor, Mr.
Carrnien White:-
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THE STRING SECTION
by Carmen White

This section is one of Don thitc's ideas and we think it is a good one. Don
wishes the column 4o interest readers who are not violin makers, but who olay, teach,
study, and love violins end violin music--or string music, to bte more specific. He has
been kind enough to ask mec to edit this section of the Journal, and while my experience
as an.editor has besn very limited, I shall be glad to do my best for Don, for the Journal
and for our reader. Naturally, we want intercsting articlce on the carc and adjustment
of violins, hints from professionals to help teachcrs and students obtain more from their
violins and‘bOWS, and informational articles which would interest lovers of violins and
violin lorec.

Since our column is called The 5tring Secticn, let's talk about strings am an
introduction. At present, thire sc ms to be a strong tendency to switch 4o the new all
motal strines-for all our stringed instrumcntis. There ie some guestion about this switch—
ing to metal strines. BSome claim that thcese new metnl strings arc superior in every
resvect to gut—centersd stringe which have boon used for yosrs by the greatest artists
for concert and orchestra work and for string guartet playing. It is claimed that the
new metal strings are easicr to tun., casier to play on, and that ths tonal results are
actually suv:rior to th. olcer =sfrings.

While I am not an authority, my expurienceshas been thot the éstahlished gut-
centercd strines are supcrior to any mctal strings I have tricd. Recently, I heard a
czllo student who.had a nice German cello strung with metal strines. He playcd it in
our guartet with distressine resvolts; the tonc wes small, raspy, thin, and aenemic. It
was suggested to him that he try regular strinee (gut—centered strings, with plain A gut).
Immediately, we were conscious of maked incrcase in th. volume of tone and of the tonal
gquality—-—thc cello actually seemcd mors rosonant! No other change .as made, and the
student would never again use a motal string! Again, in a recent contest, a fine student
playcd a good Germen collo with all-metel: strings snd tunecrs. In the studio, it sounded
fine. "But a few minut.s lat # when he came to plzy in a large hall, we wsre astonishad
to hzar that the lower ton.e of his cello were practically non-existent—-—they simply -
could not bg heard at .all! The uper stringe sounded very well., Most of us thought the
ccllist was handicapping himsclf with his mstal strings.

This string busincss is quite decceptive anyway. Ths greatest artists have not
chanegcd to metal strines, and to me, this is the enswer to 21l claims that thsy are sup-
srior. A nationally know violin dealcr told me a fuw years ago that he personally knew
of one finc Stradivarius violin in New York which was ruinczd by the ill-advised use of
motal strings. He did not explain what he meant by "ruined", but that wes the vord he
used. I personally knew of a new violin which wss ruined by the usz of metel strings.

The proud owner hought. the violin and paid e substantial price for it after we had com-
parcd it with many violins in a hall--we all thought it a sup .rior new instrumecnt in every
respect. Immediately, he purchases a tailpicce with 4 built-in tuners and an expensive
sct of Dr. so and so's patented mestal strin‘s, which he promptly installed on the naw
violin. I thought thit th vi-lin's tonc was immediately =2ltercd, and not for the better!
However, your ear can get uscd to anything, and th: violinist (a pupil of a prominent
European teacher) imagincd th t the volumc of tonc was much more with those patented

metal strines—-—so he kcpt them on his now violin. Five years latesr, he brought the violin
in for repairs, saying, "I just don't know what is the mattoer with this violin; somehow,
it just didn't hold up." The increascd tension of these metal strines had pulled the

neck forward and downward, had flattsne? the top ‘curves our of proportion, arid pushed the
bridge down into the top much more than would have becn the case with good strings. And
the tone was pinchcd and thin all over, and the E string sounded sharp and dry. He seon
got rid of the vinlin. I always have been convinced that had he uced good strings, he
never would have had any troubles with the violin.
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Metal strings do have some disadvantages that are evident: (1) they wear out
bow=hailr fastsr, which is ouite an item now thot bow hair is so expensive. (2) they make
every violin sound alike — loud and raspy. That is the individusl timbre guality of the
fiddle i€ lo<t with theee strings. If you licten to 20 soprano voices, perhavs one will
stand out--it has somcthing beautiful about it thet immedistely stemps 1t 2e a supcrior
voice! Some violins arc like that. But that "something" is immedi~tely lost if metal
strings are installed on the “iddle. (%) metal strin-s arc not responsive enough, part-
icularly in spicatto passages——th.y arc inclinzd to whistle. (&) doubtle stope and chords
lack roundness and mcllownees with m:tal strin-cs., (5) they will not stand much pressure
without chardng in inton:tion—-—this is particul-rly ti1ae of opcn strings, and finally
(6) there is a certnin "sti Tnees" which is evident above the third position on the lower
strings of thc¢ violin-—-and if thc violin is a thin one, the tendency to wolf tones is
much greatcr with metal strings.

Fersonally, I would nevecr offcr a violin to a good player if the instrument
had m:ctal strings on it. I think th tonel ocuality and character of the violin is lost
and that continued use of thom can damage a sensitive and ©inc instrument. Of course,
if I had a thick new fiddle with no tonc anyway, and wanted to usc it in a damp climate,
for orchestra work where accuracy and fine tonc arc of little iumportance, perhaps I would
use them—-but I doubt it! I can truthfully say th:t I have ncver in my life heard a
violin solo of any kind, big or little, played by anyone in a classic or touching manner
on mctal stringe! 4And I have hoard many solos play.d badly on them! To me, that is the
answer to all the argumecnts back and forth about the use of metzl strings on our violins
and stringed instrumcnts. Is th .re a botter answer?

REVIL. YOUR STANDARDS
by Clifford A. Hoing

Editors Notet— I have inserted this article in the "String Section" so that non-makers
may realize the "pressure” put upon malkers to build better instruments.

Mr. Hoing is a maker whose standards arc excecdingly high. He is always urging
bstter and more car.fully meds instrum.nts. He reminds us of Mr. Peder Svindsay who says
" The becet violin is yet to be made!" (Duiis )

When I write suggesting that makers would do well to reaise their standards, this
is not intecnded as a destructive type of criticism. It should bs obvious to any who give
thought to the subject, tht in such an artistic craft as violin or viola making, only
a very small number of such craftsmen in any era will be regarded =2s being of the absolute
tor rank--men who arc capabls of producing the very highcst quality results whsre both
work snd tone are considered, as I think thecy should be.

Before we go any further, let mo say 2 word to those who think that only tone
is of importance. Even Stradivari would not be so universally recognized 1if he huxd been
content to leave his instrumsnts roughly finishsd or had beoen incapable of really fine
work. In fact, we mostly hear that tonc is the onl; considcration from those who cannot
produce fine work. Thaey secm to forget thet 2 crafteman who is capable of accurate work
is most likely %o produce the best tonal resulte because of his capabilities in putting
his idces into op.ratiornrs That is of courre if he has the richt ideas.

Now to those who are complacent cnough to go on making instrumente that do not

approach the standard required by professional players and even boasting of the mecthods
uscd to produce such instruments, I think thie is surely a waste of time and good materials,
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At .the time of the International Exhibition at The Hague in 1949 some interesting
statistics were compiled. I have only the data relating to the instruments made by prof-
essional makers but thc figures ere very intcresting. Out of a total of 241 instruments
submitted for competition 108 were Pefused as not being up to exhibtion standard! TItaly
submitted 4 violins and 1 viola. Of these % violins were refused. America submitted
23 violins, 2 violas - 16 violins refused. England submitted 9 violins, 2 violas — 5
violins refused. Only one American maker won diplomas. Only one Italian won a diploma.
Two English makers won diplomas. :

I think that these figures prove that a large number of makers are not producing
high quality instrumcnts. For in this campetition tone and work were taken into consider-—
ation. '

Don't be mislead by statements attributing outstanding powers to any one parti-
cular nationality. Fine craftsmanship or tone is not limited to instruments made in any
one country. It is dependant on the capabilitics of individuals, in whatever countty they
happen to live.

Jtaly may have produccd finc instruments in the seventeenth and eighteenth
centuries but the Italians 2re in my opinidn certainly not supcrior today, although pro-
paganda would have us think so.

There are sevsral points worthy of consider:tion by rerders who are intercsted
in improving the standard of their work. .One of thc most important difierences between
good and bad woodwork is in tho¢ methods used to acquire the finished result. The finest
violin makers, sculptors and wood carvcrs rely mainly on the skillful use of tools and
use very little glasspaper. Tnis was tric in the seventecnth cuntury and is still true
today.

Glasspaper is not 2 craftsmans tool. Uhen I rcad of a makcr "sanding down the
thicknesses" of an instrumcnt, I take a very poor view of his capabilities. Stradivari
never had glasspap.r, and =lthough he may have had fish-skin and othcr abrasives avail-
ablc he would make use of a scrap:ir or similar tool for reducing thicknesses and in the
main for finishing the outside of his instrumcnts.

We can re-d that the insides of the old instruments wcre not glasspapcred but
were finiched by tools only. The skillful uss of - a scrapecr is much more accurate than
would be possible with glasspaper. Sandpapecr was of course uscd before glasspapcr was
inventsd but the twe craflsman was not intcrcsted in this method of spoiling the crispness
and accurecy of his work bty its use.

I think that two good rcasons for th low average standard of work is the
inclination of many mal.rs towards thc "specding up" of any work by using much glasspaper
and machine tools whercver possitle. - Leave the macnines for rough carpentry and try to
use your hands and hcad morec. That is the way to batter results!

One thing that detracts greatly from the appearance of many violins is the
colour of the varnish. On s¢eing instrumcnts looking like oranges and lemons, one may
be forgiven for thinking thst the makcr had nover secn a fine instrument. I was astonish-
¢d to read in a recent irsuc of the Journal th:t a certain makcr thought that most Strads
must originally have becen very lizht in colour because he nad seldom seen a dark one. By
this I think he was infering that ths varnicsh on a Strad bccame darker with age.

I can assure readers that according 4o Messrs Hille of London, Strads varnish

fadice if exposcd to the light. When the Messie Stradiveri was given to the Ashmolean
Muscum at Oxford (25 miles from here) strict instructions were given that the instrument
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was not to be put on view until tho top of the case was covered. This was to prevent the
varnish from fading. The room was lit by a skylight.

It fotlows that any makecr who uses varnicsh that gets darker by exposure to light
is not using the varnish used by Strad. Or at lecast his colours are not the same.

I feel no csheme for #wving to duplicate the colorur and appearance of old master
instrumcntes but make sure that every one is well labeled and stamped with the name of its
maker. The fact that experte have mistaken my instruments for genuine old masters does
not detract from their tonsl merit either!

It is helpful if you can learn to accept and profit by criticism of your work.
For instance, if an exp.rt who has handled hundreds of finc old Italian violins happens
to tcll you that your varnieh looks li%e Prench polish, do not guestion hie Iznowledge.
Whetever you may think of your pect concoction of varnich it may be possible that othbrs
besides the expert may think little of your efforts.

Use the hint to try and improve your varnish. It may be that players do not
approciate the "spit and polish" ‘that you arc so proud of. Most good varnish looks more
intercsting if left with a natural patina. Your colour may be wrong! A combinstion of
the "oranges and lemons” colours before mentionsd ie fatal if also given the "spit 2nd
polish" treatment. : '

Even if an instrumcnt is successful in a local show agninst amateurs, it may
fail miserably in a prfessional domputition. If top playcrs who lack of intercst in your
instrumcnts, do not adopt thc attitude of onc who thinks he is "casting his pearls before
swinc". Most players know what they want, so, do somcthing about it! Try and make your
violins so good thszt playcrs will want them! You cannot do that by spurning all criticism.

Docs anyone think it ig wrong to malze instruments th-t satisfy the playcr in
both tone and appearance? That is just what I try to do. Therc is no excuse for using
methods that produce articles thet no ‘onc wishes to usel '

Take every opportunity of secing really fine ingtruments, for unless you are
abls to do thie you will not know what to strive for. It is no use trying to give your
instruments a distinctive character if you do not wnow what is good and what is bad. It
may be posesible that what you think are artistic touches may in fact be regarded by the
exp rt as excentricities thet cpoil the work.

Do not rest content with the standard of youf work‘%nd tonal results until it =~
will pass thc examination of somcone who really understands 1nstrumﬂnts and is also
acccptable for the use of top playcrs.

Invite criticism and use it to try and improve your results.; Regard it as a
stimulant for furtbbr cfforts.

Complacency and self satisfactiion arc not helpful in progress towards improve-
ment., If you are satisficd with your work and r sults, it is very unlikely that others
will share the samc view.

Fine resulte arc only achi¢VUd through continuous efforts towards perfection,
-0 -
A bad beginning makes a bad endinge......s8uripides

-(From collaction of Quotations by B.vYantis}
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A MEMORABLE VACATION
by R.R. Haake

A rscunt vacation trip took me to points in sinnesota and Michigan, as ucll
as Chicago where I stoppad to wvisit th: music tradec.

At Brain.rd, difn. where I visited my 88 yesr old .wothir 2nd a3 c¢istcr, I found
that the Minneapolis Syuphony Orchestra had given a concert th.re but a few days before
I arrived. I was very sorry to hav: missed that. I was t-:13 thst the new conductor has
put a new spirit into th: playsrs and thsy ars really doine their cstuff.

In GradRXapids, #sichigan, I visited my friend Karl Bsrnt who had bzon the
concert mast.r of wviolin section for many yearc. He pleays a finc francssco Ruggieri
which is of emall size. It is a very finc violin, and althourh =srall it has a powerful
tonc, and he says it 1is necsssary for him to be c2r:ful in playing so that he will not
drown out the othzr players.

In Chicago, Mische Elman was 2t the Carl Fichir stors “hen I was th.re. He
was to 2¢ the =oloist for the Chicago 3ymphohy at Orchestra Hall., Of cour & I stopp:d
at "Lyon & Healy's", whc~: I w2s at ons time camploycd. But ith thc paseing of J.Freeman,
John Dubts, and Horzan Kroeplin, the place didn't scem to be th: sam:, when I was there
they had thes famous Hawley collection, so I had th: privilege of handling many cof the
famous o0ld violins. Mr. Dubts used to tcll m: sb-ut Mie meny trips to furope buging
violine. He was a great man and had had meny int resting experiences in the violin bus-
iness. Fritz Kreisler was a particular friend o7 his,

And now I muet tell you of som-thins that made my stop in Chicago really
worthwhile. I found a sm2ll violin shop operated by a dMr. Cokinise. He claimecd th=t he
has the largest private collection of rare old italisn viline in the U.3.4. And I soon
“o:nd that he was st ting the truth. He ovns eizht genuine Strads, representing his
di? erent working psriods, including the long Strad. They were all very Pinc tonally.
Th-n he produced thrz. Joseph Guarn:rius (Delfeau) which were of th_ hest. The tone of
these was a 1little stronzezr thsn the Strads. Howcv.r several o7 the Str:ds had a certain
sw2-tness that I never could find in any othwr violine. He also has thres Andreas Guar-
nerive, six Ameti, s fipe Maggini, a Gobhstti, a Montagnano, thrse Guadagnini, twoe Gaspar
da salo, a sontsghano, and a few of th: Gaslianov Tanily.

I should say th't hz had three Guadagnini, as I bouzht one o thim, made by

J.B. Guadagnini 2t Turin 1774, It is a wonderful instrum nt. I n.ver heve seen one made
of fin:r material, or having betizr workmenship. I give two old violine which I had with
m¢ as part paym nt. g '
Naw I will try my hand et making a copy o. this fin. violin which I now own.
- I hope that th re will bte a =lizht resemblance. Mr. Cokinie has nzd these violins for
many ycares and now wishes to sell them, 2nd I will try to put him in contact with thosc
wno would be inteov.sted in buyinz. Thies is.a r. .=zl opnortunity for anyone wanting such
a vinlin.

And now I havs a last observotion to montione ‘when he took an old Amati from
the veult we could scs a frzsh crack in th: top which showed the wood shiic and fresh and
no cien o7 anythins which would have durzened the wood.

I dicscuesed th: pradu tions of the Jos. Guirnerius tops, and :as iniormed by
Mr. Cokinis th=t hs had ncver se.n on2 vwhich hzd hi:n mzd. thinn:r in th. cent:-r than at
the edgee. He hae lived with these fine violins mo t of hies 1lilc and ‘mows his business.
I.left this shop with 2 renuewed intercst in finc violins. My next trip may te to Calif-
ornin and Texas. I want to s¢2 dr. Sangst.r in Dallas if pmssiHc,
- -




WOLF
NOTES

by The Editor

THE MAIL BAT:

At last I am beginning to catch up on answering accumulated ma:l. If you have
not received a reply to your letter, don't worry, I will soon got around to it. Every day
new subscriptions ars being received at an alarming rate. This makes for extra detail
work which falls mainly upon the Editors shoulders. Some relicf myst be given or said
showlders might becoms pcrmanently bent. If present plans dcvclo?{relief will be obtained
as follows:

A Nz FACE FOR THE JOURNAL:

Starting with the March issue, Thc Jdournal, will be completely re—organized.
 All printing will be done professionally. The work will be donz by "Off-Sct" press, with
real "Printers" type. We will be ablc to reproduce & completely illustrated magazine,
A new illustrated cover of a m)re subdued tone will, we believe, provide a very attractive
Journal.

Owiné to a great deal of re—orgaization work involved it is possible that the
March issuc will not appcar till about April lst, We hops our Recaders will approve.

5ITK4A SPRUCE:

Sitka Spruce is mentionc:d in our Editorial this month. Hsrc is what one of
our new readcrs says about it, '

N

Dear Mr, White:

I received your letter today. Have made scvernl Cellols and uscd Sitka Spruce.
I find it equal if not supcrior to the Europecan growth. Mapls is 2lso 'equal (our American
Maple.)

In cohversing with fcllow instrum.nt craftsmen, thoy are agrced that Sitka
Spruce 1s beotter.

We have plenty of it hcere, so now is the time to have it cut and air dieds I
likc the wider grain, but it aust be without defects. I find the wider grain allows one
to leave more wood, and the¢ tons borders similar to th. Italian tonec if carefully madc.
*I havc one Ce¢llo that I rscently finished, and it had a beautiful tonc,. resonance and
carrying povecr, and the tone is full and produccd with case.

Hed. Sammcr, . :
Appleton, 'iis. Page 25



SUNNING VIOLINS:

Mr. J.E. Bushnell of Nelsonville, New York is another advocate of the Sun drylnf
of violins but his method is somewhat dif erent. ¥d Says:i—

"Don't forget to strins themw to pitch - it secms very important from my exper—
ience. Further it takee sev ral weecks for the improvement to be affected — say 3 to 4
weeks. I have not determined any given end-point. Just keep on till no further improve-
ment in tone is noticed."

NEuS FROM SOUTHERN RFODESTA:

We have several readers around South Africa., DMr. W.H. Meerbourg lives at
Salisbury, Southern Rhodcceia.

This last summ.r he spent a pleasant holiday in Europc. A quote from his letter .
is of interest,

"I visited a fem-s violin-makecrs school in Central Europe and had a lengthy
discussion on various aspects of violin making with the dircctor. He states (as we all
know, and as Mr. Skou in the May issuec montions also) "The thickness of thec centre area
controls to a very large extent the quality of tone, and making the bouts thin just insidwe
the linings makes the instrument responsive and easy to play." As every makcer has his
own idea about tone we will perhaps nevor zgree about this question of thickness of centre,
In the violin making school, gr-at importance is attached to the mgasufe of flexibility
of the plates; both lengthwise and across the bouts, this is mainly arrived at by "feel®,
which 1s alright for a profossional maker, but I doubt if an amateur can develop this
"feel ”‘sufflclbntly to be of any use. It is howevir easy enough to construct an appar-
atus to méasuc diflections and thercby stiffnesscss, but a large number of tests would
have to'be carriid our befors a conclusion could be reached.

At the school the instrum.nts are¢ sparingly hcated with one application of
oxydizsd linsecd o0il and then left in the sun for six mpnths to a ycar, after which they
are "spirit" varnish.d. I cannot give you the exact recipe of the varnish but it contains
propolis snd synthctic resini the results wers very, vary goodl both in appearance and
tone.

NEW ADVERTISERS:

GIUSEPPE MODAUDO ~ This month we introduce Giuseppc Modaudo, and Italian maksr of high
repute. A lso a collector of fine old violins. At present he is reducing his:.collection
and offers somc wond.rful instrumcnts at grcatly reduced prices. Your chance to get a
splendid "old ITtanlian".

Mr. Modaudo manufactures what he bclieves to be the genuine Italian Varnish,
Makers would do wecll to give it a trial. He also specializee in "01d" wood which he
obtains fron very old furniture. Excecdingly good wood and easy to work with. Your
editor is making a violin from this wood at the present time.

"LYCON" STRING3 —~ The "Lycon"string Company arc located in Denmark, ad we have yet to hear
of the Danish people turning out poor stuff.

Many top artists are finding "Lycon" 3trings give them supecrior service than
any " Gut" string. This is indicated by the tremendous sales the "Lycon" people are
enjoying. They have rcliable representatives in every country and from these firms you
can obtain your recruirements. )

- O -
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