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EDITORIAL 

We do not seem to be able to get out of the impass 

of a lways fai li ng to get our journa l  out in good time. The 

material is s low i n  coming to us a nd our pri nti ng is de layed 

for vari ous reasons. These thi ngs we are s trivi ng to remedy 

a nd wou ld ask our members not to be dis couraged. Do not be 

d i s couraged because, when you receive the journa l ,  you wi l l  

f i nd i t  worthwh i le and I thi nk i t  conta i ns thi ngs of i nteres t 

to you. We do not wa nt to give you a journa l  fu l l  of plati­

tudes but ra ther concrete facts a nd the i nstructions on how 

to do the job. 

I t  has been mos t difficu lt  to get good materia l  on 

our modern makers--this is  very disappoi nti ng because we feel 

that  our journa l  is the only one to give the story of the 

present day makers and their thoughts a nd chara cteristics as 

violi n  makers. We feel that  his tory is bei ng Short-changed 

and the people in the future wi l l  have no source of reference. 

While we have complai ned because of the frustration 

i n  not bei ng able to give more a nd more promptly we are most 

h appy wi th the material  we are able to present in this  is sue .  

We have , i n  this issue, a n  i nteres ti ng story on the 

"Vi olin  of I ns piration" bui lt  by Rev. G. Wright for a. young 

lady, Barbara Lye, a member of his  parish for whom he made 

this  parti cu lar viol in  a nd i n  whi ch he placed her name. Miss 

Barbara Lye played this  violin a t  our Christmas Concert a nd 

gave a very excellent program. The i ns trument had an excel­

lent tone a nd thi s  lady's performance on it justified Rev. G.  

Wright's sta teme nt that  the playi ng was i ns pired. 

Our fri e nd ,  Mr. Lapwood , has suggested certa i n  art­

i c les as a basi s  of discussion of problems a nd comparisons o n  

which we hope our members wi l l  express their opi nions . 
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Rev. G. Wright has made more progress i n  the cons tr­

uction of his  double bass and has contributed pi ctures a nd 

d
·
escri ptions of his  further efforts . 

Carl Farseth has wri tten a n  i nteresting d is cussion on 

the subject of stri ngs a nd prepared a table of s tri ng thi c k­

nesses . These a re the sort of thi ngs we need a nd express our 

a ppreciation  for it. Mr. Fars eth a lso asks i f  anyone wou ld 

write an arti c le on the " I ta l i a n  Di p" in the finger board. We 

hope someone wil l res pond to thi s .  Dr. Nicho las has sent us 

some i nteresti ng facts i n  his le tter from I ta ly. 

In our fidd le fix secti on, Harry Wake has a good art­

i c le on the center frame j o i ner. Mr. A. Thur low has made cert­

a i n  good sugges ti ons on purfl ing and the pinning of the plates 

to the corner bouts. Mr. Franko has suggested a jig for· the 

hold i ng of the ribs to the corner bouts . 

Mr. Ced Welstead has sent us two very i nteresti ng 

arti c les.  One on the cutting of the "FF" ho les whi ch is  most 

i nteres ting. We can a ppreciate the tedious work that  went i n­

to the experi ment and the keen obs ervations of the effect each 

phase on the experiment produ ced wi th the remova l  of sma l l  por­

tions of the "FF" ho les .  This  arti c le on the "FF" ho les is one 

of the best I have ever seen a nd we compliment Ced on his pat­

i ence. The second article is an answer to Carman White on the 

comparison of the old viol i n  with the new. Thi s  arti c l e  is 

we l l  worth read i ng ,  during whi ch you should pause  of a moment' s  

meditation. 

Mr. Kirkwood of Forfar, Scotla nd ,  has sent i n  some 

thoughts on viol ins .  



Mr. C. C. Parker, a fellow exponent of the violin 

geometry and mathematics, was kind enough to send a letter 

of explanation to parts of his article on violin geometry in 

the December issue of the journal. lowe Mr. Parker an apol­

ogy for not giving him the opportunity to have a second look 

at his material before printing it--but it WaS so good to read 

and informativ, I felt the members would be impatient to have 

the opportunity to read it. 

Mr. Hopkins has given us some comments on observations 

made by A. Gemunder on the thickness of the plates. 

LOCAL NEWS 

We have held two very interesting meetings during 

May and June. One thing was noteworthy at both. A discus­

sion was held on the fitting up of the violin. At the May 

meeting the topic of the evening was the fitting of the 

violin bridge. Arthur Jones very ably expressed his under­

standing of the finishing and fitting of the bridge and the 

result obtained when variations were made from the dimen­

sions he mentioned. 

The proposal to hold an exhibit in the Pacific 

National Exhibition to be held in the fall was discussed. 

Mr. Friess told the June meeting that he had invited Mr. 

Cardo Smalley, Assistant Concert Master of the Vancouver 

Symphony, to attend this meeting. Mr. Smalley had acted 

as the judge of our instruments in the previous years. 

Mr. Smalley was kind enough to outline to the meeting the 

basis of judging instruments and what constituted a good 

instrument. He stressed the necessity of fitting up the 

instrument according to standard.. Mr. Smalley was kind 

enough to state what he considered the standard should be 

and your editor has carefully noted this for a later edi­

tion. 
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By Al Gough 

The June meeting was really interesting • • •  it was 

"cello night". We were treated to a feast of cello playing 

On this occasion, Miss Audrey Piggot, a renowned teacher 

and player, a principal cellist of the Vancouver Symphony 

Orchestra, was most kind in attending the meeting and play­

ing all the cellos. Miss Piggot was most generous in the 

length of time played on each instrument. Mr. Gordon Young 

played on each of the instruments for us so that we had a 

chance to compare further. 

The most fortunate part of the meeting was that 
Dr. 1seli brought with him a superb Guiseppe Gagliano cello 

to which the other instruments could be compared. Miss 
Piggott had brought with her the Pressenda cello which she 
plays in the symphony. There were seven cellos made by the 
members. The standard of the members' cellos was quite high 
and we know that they each went home happy with their own 

instruments. 

* * * * * 

We were sorry to hear of the death of a member, 

J. Putter of Victoria. 



THE VIOLIN THAT INSPIRED A GIRL 

by Rev. Geo . R. Wright 

Barbara Lye is the eldes t  daughter of Mr. & Mrs . Lye 

of 2925 West 1 1 th Avenue, Vancouver, B . C .  There are four 

girls and one boy in the fami ly and they are a l l  active mem­

bers of our church. 

Barbara holds a s pec i a l  plac e  in my heart because she 

was born wi th a tremendous handicap  of poor vision .  Perhaps 

you wi l l  rea lize  more c l early when I say her mother and fath­

er told me she has about 25% vis ion.wi th the hel p  of glasses .  

The parents are very anxious that a l l  their chi ldren receive 

a good musi c a l  ed ucation and , because of Barbara's handicap, 

encouraged h er in the choice of violin.  As  a tiny tot she 

showed signs of a good musical  ear and from her firs t· l ess­

ons could play her ha lf size violin in tune. She often was 

as ked to play a li ttle solo in Sunday School or at a Young 

People's gathering . I t  a lways s en t  a pang of anguish through 

my heart when I saw her strugg ling under her handicap, having 

s uch di fficulty to see her mus i c .  

When Barbara was abo ut eleven years old , she had need 

of a larger ins trument and her fath er asked me to quote a 

pri c e  on one of my handmade violins.  Whi le contemplating 

thi s ,  thought: "Here is my opportun i ty to do something to 

ins pire a little girl and perhaps ease the burden of her 
handicap. " s ugges ted to her father ,  rather than sell one 

I had already made,  I would l i ke to purchase professional  

maker ' s  tone-wood and make one espec i a l ly for her. The cost 
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to him  would be on ly the materia l .  I would l i ke to make a 

gi ft of my labour and time. He said no one could refuse an 

offer like that, so we agreed to go ahead. 

I remembered reading somewhere that Strad ivari onc e  

said: "Only the Lord and Stradivari knew how to make a good 

violin . "  When I started to work on thi s  violin,  this  though t 

occurred to me. I knew the Lord spoke to a fig tree on one 

occasion and ·i t died i mmediately; why couldn't He bless and 

make this  wood a live i f  He wanted to. Wi th these thoughts 

in mind , and hoping the Lord would help me to ma ke a good 

ins trument, I lay my hands on the violin s evera l ti mes d uring 

the making of it and prayed : "Dear God , wi l l  you please give 

this  violin an excellen t  voi c e  so this  instrument wi l l  ins pire 

Barbara ."  I had printed her name insid e the Vi olin ;  that was 

the one s urprise I left for her to discover for h erself.  

She seemed to enjoy the violin from the time she rec­

eived i t .  A. short time later ,  at a recita l ,  h er t ea cher mad e  

special  mention tha t  Barbara was fortunate to have a handmade 

violin.  Also from time to time s enior stud ents admired the 

bea uti ful voic e  of her violin.  Another teacher who owned an 

o ld instrument remarked how wel l h er violin muted . 'Then,one 

day she discqvered her name insid e. Thes e, and many other 

s uch incid ents ,  were the un folding of the answer to my prayer 

- she was being inspired .  She showed renewed d i l i genc e  in 

h er practi cing. She has progres s ed by l eaps and bound s unti l 

now, a t  sixteen , she has d eveloped techni que in bowing and a 

smooth rol l ing vibrato, tha t  many an artist would envy. Yes 

I beli eve Barbara is wel l on the way to a s uccess ful musical  

career, in  s pi te of her handicap. 

Probably I should tell you a l l  the Lye chi ldren are 

taking music  lessons whi ch is  a bi g financial  outlay each month 

Tee father is a hard working postman and their mother works 

part ti me, in order to finance their musical  ed uca tion.  The 

mother is a member of the Parent's band at one of our night 

schools , playing c larinet, and the father is  a na tural  born 

gospel piani s t. Three of the girls are studing violin ,  one 

gir l  and the boy play the piano, so in due time they wi l l  have 

a lovely home orches tra. How wonderful it would be if more 

mothers and fathers would sacri fice for their chi ldren in this  

way. 

Barbara was invi ted to play a t  our Violin Makers' Chri ­

stmas concert recently and h er music  was greatly a ppreciated 

by a l l .  

I have asked Barbara to wri te her feeling for her violin 

in her own word s ,  also 

to give his opinion. 

have asked our edi tor, Mr.  C. Cooper , 



Her violin has been played along with a number of good 

instruments including a couple made by the old master, and it 

holds its own with the best of them. I am sure it is the best 

violin I have ever made, and I DO BELIEVE it is because God 

guided my hands to do the right thing. 

Ca.1MENTS BY BARBARA LYE 

After my seventh birthday my parents decided to start 

my musical education and helped me choose the violin as my 

insturment. Like most children, I did not like practicing. 

After my repeatedly asking why I had to take lessons, my fath­

er said, "Because you are my daughter and I say so." To settle 

the question, finally, he said I could quit when I was sixteen 

and so my main ambition from that time was to reach sixteen 

and stop taking lessons. Being very young and anxious to end 

my daily practising, I did not fully appreciate the time and 

work Mr. Wright put into making a violin for me, although I 

was very proud of it. Two years after receiving this violin 

I was accepted into the Douglas Stewart orchestra for strings. 

At one of the �ehearsals, prior to the first concert I part­

icipated in, one of the viola player,s from the vancouver 

Symphony Orchestra asked many questions regarding my violin. 

It was passed through the viola section and several of them 

played a short passage on it. I was very surprised and proud 

that MY violin would draw special attention when there were a 

hundred other violins in the orchestra. 

When I discovered my name inside the violin was mis­

spelled, ( though phonetically correct ) I thought Mr. Wright a 

very funny man, although it deepened my sense of ownership. 

Recently a boy was showing off his violin, which had his name 

engraved on the back and I surprised him by showing him my 

name inside my violin. He said: "That' s not fair, your vio-

lin was made especially for you." remember on one occasion 

when Mr. Wright was installing a new bridge, the sound post 

fell down and he replaced it with a longer one. When I got 

the violin back, I noticed a change in tone and was hopping 

made at'him for three weeks. My teacher also noticed the 

difference in my violin and remarked it had better balance 

of tone on the "G" and "D" strings. I realized then how much 

my violin meant to me and I didn' t want anybody, not even the 

maker, tinkering with it. 

So, you can see by these things that the violin is an 

inspiration to me and, now that I am sixteen, am eager to 

continue studying music which is Mr. Wright's deSire coming 

to reality. 

Barbara Lye 

B OB WALLACE 
Nov.' World Famous violin top wood. Rare old high 
altitude (10.000 ft. elevation, Pink Moumain Fir. 
P. P. top $6.00 

Old. rare. 
4118 Mill St. 

fancy backs - write for prices. 
Miami. Arizona 
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STRINGED INSTRUMENT MAKERS' FORUM 

by Ron Lapwood 
Wi l les en ,  London, England 

Wri ting arti c l es for the Journal tends to fall into 

several well worn and fami lar channels whi ch can , after a 

time, los e  their grip on the Read ing Subs criber by reason­

of their repeti tion , this  tends to monotony. It occurred 

to me tha t  i t  might be a good idea to run a bi-monthly s eries 

of argumentation calling each arti c le by the name above this  

present effort. 

Let everyone send in their points of view on stuff  

previously put in the mag ,  the fact that nearly everyone begs 

to d i ffer could provid e  plenty of fireworks : -

1. There are the arguments constantly raised about 

varnish , spirit or oil,  or both; and the one 
-
about 

colouring matter, etc . 

2 .  Plate thi cknesses and bass bar arguments whi ch 

h3ve gone on so long and sti l l  many are not sure 

they are right. 

3 .  Whether the belly should b e  flatti sh or have a dome 

like a Stainer on it ( some Stainers had good tone) . 

4. Then there is the battle about strings : - Gut vs 

wire, or metal strings vs nylon , etc . and the same 

wi th bows . 

5. Then the Old Violins vS New Violins addicts are 

sti ll with us . 

6 .  The carved head lovers vs the volute d i ehard s .  

7. And many more points too numerous to need any help 

from me, so join in the Battle of Words and Ideas , 

it may help to c l ear up the Pet Theories ,  Old Wives 

Ta les and , so ca lled , Trade Secrets to the benefit 

of all concerned . 

Cheerio and Good Violins . 

FOR SALE 

C EL L O  A N D VI OLI N F O R MS 

P lea se write to: 

ALB ERT E. A BAIRE, 

4 Maxson Road, 

Groton, Connecticut, 
U. S. A. 

6 

rb��'#' 
C�fo55� 

Careful craftsmanship by Kaplan 
for more than half a century 
assures superb tonality ... the 
finest performance. 

for Violin, Viola, Cello and Bass 
• GOLDEN SPIRAL 

_ . TRU-STRAND 
DELUXE 

• RED-O-RAY 
• MAESTRO 
• TONE CRAFT 
• MIRACLE WOUND <,'. 

A<�'�': See Your Local Dealer '/. ' 

VI OLI N - MAKI NG! 

a f a s c in a t in g  a n d  r e w a r d in g  h o b b y! 

* * * * * 

Write for free catalogue of wood, tools, and 
acce s sorie s. 

FRED H. ARTINDALE 
Violin Maker and Repairer 

1243 Palm S treet " San Luis Obispo, Calif. U. S.A. 



PART 2 

by Geo .  R. Wright 
4163 Sophia St. , Vancouver, B . C .  

"Copyright Reserved "  

After the frame is comp leted ,  you will n eed 3 cramping 

b locks for s haping and g luing the ribs . See No.  11. Thi s 

shows the blocks opposite the upper and lower bouts , also the 

C's of the form. Thi s will require about 3/4 of a s heet of 

3/4" plywood ( I  u s ed Cottenwood ) . wi l l  make up a cost s heet 

when I have finis hed . 

No.  12 s hows the cramping b locks open ed up so as to 

simplify the id ea - I cut this 3/4" plywood into 3 d i fferent 

s i zed pieces , i . e. 22 " x 11" - 13" x 7t" and 13" x 6". Thes e 

pi eces were then glued together in their 3 respective si zes 

and made to matc h the thickness of the form whi ch tapered from 

7 5/S" at the bottom to 6 1/4" at the top ( this top dimens ion 

may be d ebated ) as the regu lar-made Bass has a curve in the 

back rib line which  would lake it muc h  more d i fficult to 

bu i ld .  I n  glu ing up thes e 3 cramping blocks , I made sure they 

were a li ttle d eeper than the form so as to give a margin to 

trim off the ribs . 

Now that you have the blocks glued up, i t  is necessary 

to place them in position ,  s et the form on them and mark out 

clearly the outline of the ribs . Be sure to c entralize your 

block so as to give equa l strength on both sides of the saw 

cut. You may have a little probl em here - If you do not have 

a Band-saw, you wi ll have to d epend on a friend or a wood fac­

tory to cut it for you . (TAKE NOTICE: the Band-saw blade mus t 

cut a l/S" cut because the material  I am using and suggesting 

to you to use for ribs is VENEER whi ch, when made into three­

ply, i s  1/s" thi ck .  Be very careful in cutting thes e blocks , 

because i f  they are not cut s traight, your ribs wi ll be 

crooked too.  

The  middle or C b l ock has to be cut in ha l f ,  that is  the 

inside part of it. Then in the cramping process you drive two 

wedges into i t  to give end pressure on the ribs while c lamps 

press it together. Thi s  block is s hown later on . 

Now for the ri b materi a l .  Procure from So me mi l l, or 

wood working factory, some IAap Ie Veneer. Als o ,  I used Birch 

for core between two ply of IAaple. The Birch is cross-grained 

so when you have a three-ply job with the midd l e  one cross -

grained ,  you have a strong job .  

N o .  13 s hows the form wi th the three cramping blocks all 

cut to fit - a lso the veneer all cut to an over- s i ze, r eady to 

be cramped and glued together . 
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BENDIN G THE RIBS:- First ,  I sand ed off, by hand , these 9 pi eces 

of veneer so as to make a smooth surface for the g lue, Then 

dampen eac h  side, but do not soak them. Then place them togeth­

er in ord er (check carefu l ly ) to make sure the flame in the 

curly map le is s lanting the way you want it - and don ' t  forget 

this a l l  the way through. 

Put the wet veneer in the bottom half of your cramping 

block and press i t  into shape, then put the ot her ha lf  down 

carefu l ly ,  press ing it into shape. Then put on your clamps and 

leave it for two to t hree days to dry. 

THE GLUING:- Do not use a contact c ement or any flexible  

glue. I used Famoldhide Glue which is  water-proof. Weldwood 

is a lso good . 
Now, GO SLOW, it's easy to get mixed up and get your 

flame in the wrong direction. 

Use a stiff brush to put the g lue  on and make sure every 

bit of the surface is  well covered and , before placing the rib 

back in the block, cut a strip of thin plastic sheet , about 1/64" 

thi ck and lay it in the cramping block. It wi l l  make a s l ight 

cushion and a lso prevent the edges of the rib from sti cking to 

the block. I used plastic on both sides.  

I found i t  necessary to  sandpaper the cramping blocks in  

ord er to smooth out  s light roughness and vari ation s .  

It is  also i mportant for the g lu e  not t o  be too heavy , 

because  heavy glue would ca l l  for much more pressure in the 

c lamping. I found pipe c lamps very good . If you have no c lamps 

make a set out of 3/4" p lywood with wedges .  

Read the pi ctures and bui ld a Bas s .  

VIOLIN STRINGS 
BY Carl Farseth 

4024 El liot Ave. , Minneapo lis 7, Minn . 

Strings come in No. 1,  2 and 3 s izes,  and it is customary. 

to use the same proportional s ize for al l four strings. The aim 

is to get perfect fifths . No matter how perfect a strin g  may be 

( even i f  it be of the best thickness ) i t  is not s atisfactory for 

double s topping unless of a thickness sui �ed to the particu lar 

vio l in in hand . Since the interva l between two neighboring str­

ings is  a fi fth or half  an octave, it fo l lows that the· interva l 

between any two notes on thes e two s trings, s topped by the s ame 

finger, is a fifth . Pressing a string down on the fingerboard 

stretches the string, hence rai s es the pitch; therefore a thi ck 

string rises so in pitch when pressed down that it mus t  be stopped 

farther from the bridge than a thinner string . Therefore al l the 

strings must be of such a proportiona l  thi ckness that the finger 

can stop them squarely across the finger board . The strings must  

according ly be all  thin ,  all  medium or  al l thick. On a good vio­

l in,  strings of the best thickness usua l ly produce  perfect fifth� 

This problem of perfect fifths is most acute on violins 

where the strings are far from the fingerboard and it usua l ly may 

be ignored when the strings lie c los e to the fingerboard as p er­

mitted by the stalian li fe. 

The intriguing problem of perfect fifths is argued int er­

minably by violin makers. An added reason for using proportion­

ate strings is that thick s tring requi res a d ifferent bowing than 

one that is thin. 
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String Gauge:- Deceptive and unsatis factory. 

If by chance your strings are true and sat is factory, note 

c arefu l ly their thickness on wrong sid e  of bridge. Put these 

markings on a blank gauge. Albert and Mi l limeter gauges are now 

the on ly kinds in general use. Albert gauge was intended for gut 

E, A, and D ,  and copper-wound G. After the introduction of metal 

E,  the si lver-wound G, and a lu minum D, the Albert sizes no longer 

hold. The gauge now serves a coarse micrometer . Furthermore, no 

two Albert gauges register the sa me. Origina l ly the Albert gauges 

were made by the Albert Music Company of Phi ladelphia.  

The Mil l imeter or ·  French gauge comes in  the form of a s lot 

or narrow "v" and is graduated in  twentieths of a mil l i meter. I t  

is no more accurat e  than the Albert. The most accurate of the 

string gauges is the Weicho ld , whi ch a lso is graduated in  twenti eths 

of a millimeter. 

Mi crometer:- King of a l l  gauges is the mike. 

Before the war the t en cent  stores were se  l ling 1/2" 

micrometers for a dime. Its  on ly drawback is that the p layer 

may become too fin icky in his  choice of strings . 

The micrometer is composed of a U-shaped frame and a 

bolt or spind le. At one of the frame is the anvi l on whi ch 

an obj ect i s  placed to be measured. The other end of the 

frame extends into the hub. Into this  hub is s crewed the 

bolt or spind l e; but this  name applies particu larly to the 

end which strikes the anvi l .  the end of the bolt twirled 

by the thu mb and finger is surrounded by the thimble. The 

spind Ie-thimble combination is , of cours·e, fasten ed together 

and revolves as one. 



The fine readings are along the circumference of the 

s leeve or ring of the thimble, 0 to 24, each mark one­

thousandth (.001) of an inch. When the mi cromet er is c los ed 

the zero on the s leeve of the thimble should line up with the 

z ero line running the length of the stationary hub .  Twirling 

the thimble to the next mark on the s leeve adding another .001 

inch, each addi tional mark on the s leeve adding another .001 

inch. A complete turn of the thimble to the z ero again , makes 

.025 inch. 

To keep track of the number of times the thimble­

spindle combination has turned around , there is a mark for 

each complete revolution along the z ero line on the hub .  With 

the s leeve of thimble even with each mark on hub ( and the 

thimble reading on z ero) the hub ( rough) readings are: 

.025 .050 .075 .100 .125 .150 .175 .200 etc .  

Therefore, the reading of the mike is  the highest reading vis­

able on the hub plus the reading on the revolving thimble. 

Example 1:- The highest reading visible on the hub is .075, 

and the 9 on the thimble lines up with the hub zero line. The 

complete read ing is .075 plus .009 or .084. 

Example 2:- The .150 is vi sible on the hub ,  the read ing on 

the thimble is 20; the mike registers .150 plus .020 or .170. 

Place two zeros before the gauged number for the first one­

third turn (to 9) of the thimble as the thimble leaves the 

anvi 1. Beyond tha t , place one zero before the number to the 

fourth cross- line ( .100). From the fourth cross- line to the 

inch mark only the d ecima l point preced es the numbe r ( . 100 to 

.999) and then the d ecimal point moves to the right of the first 

digit ,  1.000, 1.001, etc .  

Remember ,  for the parti al  reading on the thimble, two 

zeros preced e  the single digits (1 to 9) and one zero the two 

d igits (10 to 24); also,  the thimble reading is the micrometer 

reading before the first cross-line on hub .  

Gauging a string every three inches i s  a test  for true­

n es s .  A variation of less than ha lf a thousandth (.0005) is  

permissible. Garnet paper on  high spot fini shes the j ob .  

Mus i c  store c lerks often t est  strings by running a Wei chold 

gauge from end to end of string . If the pointer wabbles , the 

string is dis carded 

CHOICE BRITISH COLUMBIA WOOD 
Now available to all members and Associate Members of The Violin Makers Association of B. C. 

SITICA SPRUCE TOPS 

F�r violins and violas. $4. 00 to $7.00 each 

MAPLE BACKS 

Fiddle back or curly Maple one or two piece backs 

F or violins and violas $ 6. 00 to $ 10. 00 each 

EXTRA CHOICE CELLO WOOD. PRICES ON APPLICATION. 

Also Western Red Cedar and Cottonwood. 

ALL PRICES POSTPAID 

DAVID WHITE, 4631 West 14Lh Avenue, Vancouver 8, B. C. , CANADA. 
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STRING GAUGE TALES ( new) 

(Gut ,  gut core strings and stee l E - in decima l parts of inch; 

�U IER , ARMOUR,  KAPLAN 

V I O L I N  

No, 1 No, 2 No, 3 

E, stee l 0095 0100 0105 
gut 0226 0246 0266 

A, gut 0284'0295 0305'0315 0325'0335 
a l uminum 

D, gut 0394 0413 0433 
Aluminum 0315 0335 0354 

B, si lver 0305 0325 0344 

V I 0 L A 

A, gut 
) 

D, gut ) 
a l uminum )--- same as Vi o lin  

G, s i lver ) 
) 

C, copper 0433 0463 0492 

'c E L L  0 

A, gut 0453 0472'0482 0492'0512 

D, gut 0571 0600 063 
a l uminum 0512'0532 0541'0561 0571'0591 

G, copper 0532 0561 0591 
s i lver 

C, copper 0748 0787 0827 
si lver 

D 0 U B L E B A S  S 

G, gut 0886 0984 1083 

D, gut 1181 1280 1378 
Aluminum 

A, gut 1476 1575 1673 
copper 1083 1181 1280 

E .  copper 1476 1575 1673 

The figures of these tables are evidently based on the three 
sma l ler si zes of the Albert gauge , the fourth Albert being a 
monstrosi ty, String makers' output is confined to sizes It, 
2, and 2t, mos t  of the stings being No, 2, Hi l ls recommended 
averages are : Gut E 025, Steel  E 010, Gut A 031, Si lver G 
032, Gut D 041, Aluminum D 035, 

In the Sguier-Armour-Kaplan table where two numbers are given 
for the same size ,  Kap lan's is  on the left, Reduced to round 
numbers , this table would read : Vi olin E Gut ,  023, 025, 027, 
etc , The Steel  E s i zes are calipered from Kaplan strings ,  
Unlike Albert's , Kap lan's Violin A i s  decided ly sma l ler than 
the G. The Double Bass A Gut figures are Kaplan's, 

Lewis' table gives tolerance for each s tring Size , making i t  
�at more di fficult t o  es timate ha lf  sizes, Note i n  the 
Lewi s 'Ce l lo table , the s i lver-wound strings are sma l ler than 
the copper, 
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Kaplan ' s  origina l ly in 1/20 mm,) 

WM, LEWIS & SON 

V I 0 LIN 

Thin Medium Heavy 

E ,  s tee l 0095 010 011 
gut 025 

A, gut 027'028 0285'029 030'032 
a l . gt 027 028 029'030 

D, gut 037'038 039 040'042 
Aluminum 0335'034 035 036 

G, s i lver 031 032 033'034 

V I 0 L A 

A, gut 
) 

D, gut ) 
a l uminum ) - -- same as Violin 

G, copper si lver l 
C, copper s i lver 044 045 046'048 

'C E L L 0 

A, gut 043'044 047'047 047'048 

D, gut 055 056 057'059 
aluminum 050 051 052'054 

G, copper 052 053 054'055 
s i lver 050'051 052 053'055 

C, copper 072'074 075 076'078 
s i lver 070'072 073 074'076 

D O U B L E  B A S  S 

G, gut 080'084 085'092 093'100 

D, gut 108' 111 112' 118 119' 123 
a l uminum 105' 109 110' 114 115 '118 

A, gut 115' 159 160'165 166'170 
copper 105'111 112'117 118' 123 

E, copper 138' 143 144'148 149'155 

Steel E: On ly a few violin houses s upply the Stee l E in sev­
era l sizes, No, 4, given time , is guaranteed to  wreck  any 
fidd le,  

No, 1 No, 2 No, 3 No . 4 
Kap lan, . " , , 0095 0100 0105 
Hi l l  0100 0105 0112 
Lugen Crusta 1 0100 0110 
Bernhard t 0092'0098, mos t ly No, 
Si lverin--

sotti le? Medi o  0095, gros s ?  
Tenor gui tar A i s  0093, No, 2 Pi ano Wire i s  011 inch, N o ,  1 
010, No, 0 009, No, 00 008, Sma l l  spoo ls of these cost 
10 to 15 cents ( in 1940) 

(NOTE: No, 00 008 is unsatisfa ctory on a violin) 



Mos t of this  arti cle comes from notes wri tten on Herron 

Allen in the early '40 ' s ,  wi th added comments by the writer, 

so the table contains nothing on "rope" s trings . 

The chief  drawback of gut strings is thei r  weakness in 

damp weather. Nylon monofi lament fishing lines of same gauge 

shou ld be tried by players . They stre tch on 1 y for a day 6r 

two , and the whistle can be removed by washing them in carbon­

tetrachloride ( carbona ) . What nylon strings have done for the 

gui tar, they may do for the vi olin.  

Letter From Italy 
by Dr. N .  Ni cholas 

9, Via Vi ttori o Veneta 
Ventimigli a ,  I taly 

Here are a few disconnected j ottings whi ch may be of 

interest to readers of the Journal. Like the maj ority of vio­

lin makers , I was always trying to find the bes t varnish for 

my instruments . Also of great importance are d i fferently col­

ored varnishes for touching up old ins truments whi ch come for 

repairs . There fore , have been experimenting with a large 

number of varnishes sold i
·
n shops or made at home from form­

u lae given by other experimenters . One of the varnishes whi ch 

looked right was suggested by George Fry in his book "The Varn­

ishes of the .Ita lian Violin Makers " .  I t  was a very nice varn­

ish especi ally of the so-ca lled Venetian type , but it would not 

dry properly. He himself says tha t  six months is  necessary for 

proper solidi fication .  tried all sorts of methods to make i t  

dry quick ly but, in the end , gave u p .  One j ar of ·this  varnish 

whi ch I marked "Improved Fry" was s tanding i ii the basement for 

five years before I discovered it not long ago . I decided to 

give i t  a tri al and covered a whi te fidd le after the fi ller had 

dried . To my surprise,  four hours of winter sunshine made the 

surface of thi s  varnish completely dry, wi th a perfect finish 

and indications of nice coloring . How I have improved i t, I do 

not remember ! !  

Here i s  a n  extract from the "Sunday Time s "  giving inter­

esting facts about l inseed oil. I have had correspondence wi th 

severa 1 friends in the same trade , and a 1.1 are looking for a 

better oil  than linseed . am giving a trial  to eu calyptus oil 

recommended by a New Zealand maker. It dries better into a 

comple tely transparen t f i lm. Another highly recommended oil  is  

Chinese wood o i l. I do not know i t. 

EXTRACT:-

Twenty- five years ago, Gluck - a lady arti s t  who pre­

ferred to be ca lled just that - set aside her own painting to 

begin a single-handed investigati Qn into why modern paintings 

seem to be less durable 1 Old Mas ters . 

11  

Gluck came ou t firmly agains t the quali ty of modern 

paint. Her principal contentions are tha t  the linseed oil  

and pigment in paint  are not  what they used to be  - the oil  

because i t  is  made by a di fferent process ,  the pigmen t because 

it is ground too finely. 

Her main target is the linseed oil  proces s .  It used to 

be cold-pro�es sed , but for the last thirty years or so the 

pressers have found tha t  heating the seeds was a more product­

ive method . The heating process , says Gluck, means that the 

paint attracts mois ture . Since i t  never dries ou t properly , 

i t  is never ready for varnish,  or more layers of paint, but 

when they are added i t  can lead to cracking . 

Gluck is a member of the commi ttee of the British Stan­

dards Insti tution whi ch is cons idering the points she raises . 

In 1957 i t  published a standard on the chemical constituents 

of pigment but research is s ti ll going on into how finely i t  

should be ground and into the o i l  proces s .  

On the whole , the academic painters are the ones who 

support Gluck. The modern painter, who wants to use paint 

straight from the tube , is  not at all dissati s fied wi th the 

manufacturers . If the Old Mas ter school wants to mix their 

paints individually, they can get hand-ground pigment and cold 

pressed oil, produced for restoration work. But i t  wi ll take 

them longer and cos t them more . 

* * * * * * * 

This extract shows qui te c learly the d i fficulties en­

countered when making varnish wi th ordinary linseed oi l. If 

we make our ins truments to s tand the test of time as the Old 

Masters did,  we mus t  be very careful in the employment of the 

different ingred ients we buy over the counter. I ordered from 

a reputable chemist a supply of resins known as Gamboge and 

Dragon ' s  B lood . These used to be sold in crys tal- like lumps 

soluble in turps but wha t  I got was a powder hardly soluble i n  

anything. 



Thi s  reminds me of my experiments with Miche lman varn­

ish.  After pro longed drying of the precipitate, I managed to 

get a varnish which looked swfficient ly transparent. I appl­

ied it to a piece of glass and when the fi lm dried put it 

under the microscope. It showed distinctly that the red co lor 

was due to a fine powder suspended in a transparent medium. 

It would be useful if someone could repeat my experiment and 

if I am wrong , find out where I-have fai led. Anyhow, the red 

of a lizarine is too strawberry co lored to be pleasant. 

A German firm sent me s amp les of nylon bow hair and a 

specia l  resin to use with it. Thi s  kind of hair i s  easy to 

fIt on the bow, it is flatter and stretches we l l ,  but the 

res in i s  no good. It is greasy like that used for Double 

Bas ses and soon sticks to the strings in a thick layer. 

have wetted the new nylon with a lcohol and powdered it with 

fine resin ( used for horsehair), then rubbing it over a piece 

of res in .  The improvement is noticeable. Reports from orch­

estra l players are favorable for Ce l lo and Double·Bass bows 

with nylon hair,  but the violin bow sti l l  has some disadvan­

tages . 

CENTER JOINT REPAIR FRAME 

To reglue an open seam down the center of a violin back 

or bel ly can be most difficult and it i s ,  as most of us know, 

a lmost impossible to make a perfect j ob of bringing the two 

ha lves into proper a l ignment; A frame or j og for holding the 

violin whi le control led pressure is applied at the right places 

can be made in less than an hour from odd pieces and wil l  be 

found to make a better j ob a who le lot easier. 

The efficiency of this frame is based on the fact that 

pressure can be applied both from the inside and the outside, 

directly on the j oint line or on either s ide of it, for the 

ful l  length of the j oint from block to block ; sma l l  c leats can 

be g lued across the center j oin on the inside whi le the c lamps 

are a l l  doing their j ob of holding everything in p lace ; having 

made the frame, a l l  manner of adaptors can be devised to inc� 

rease its efficiency. 

The other day a violinist asked me why I set the stop 

position at 195mm. from the upper edge of the be l ly .  have 

an explanation which may be interesting to readers of the 

Journa 1 .  

--------� 
The strip of a luminum bent into an L shape is clamped to the 

top of the violin .  Through the hole  at  A the vio lin string ( A) 

is pushed a long the top of the be l ly to the peg inserted in the 

lower block . At the place of the stop ( or bridge) a sma l l  tri­

angular piece is placed under the string. By tightening the 

string we can tune it to a certain  note . If the point B is at 

the right p lace and part of the string AB is tuned to A4 , the 

part BC wi l l  give a C5 note.  By moving the little bridge to 

the point of the sound post P and tuning AP to A4, we find PC 

giving a D5 note . Thi s  combination of notes indicates the 

most suitable position for pre liminary fitting of briege and 

s ound post. 

Yours s incere ly , 

N. Nicholas 

8)' H.S.W',qK£.. 
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Cut a piece of quarter inch plywood 14" x 16" and mark 

a center line with a penci l from top to bottom; cut a recess 

("A" Fig.  1) at the top of the centerline 1 3/8" x 1/4" deep; 

also on the centerline make the cutout ("B" Fig .  1) 9" long by 

1 3/4" wide with the upper edge of this cutout 2 1/2" from the 

top edge of the board; measure down f'rom the top edge 3 3/4" 

and mark a line across at right angles to the centerline; mark 

another line across at a point 6 1/2" from the top and a third 

line 9" from the top and a fourth line 11" down, On the upper 

horizontal line , make a mark 4" on each s ide of the centerline 

and dri l l  3/8" holes through the board; on the second horizon­

ta l line, mark off 3" each s ide for 3/8" ho les ;  on the third 

line mark of 4 1/2" each s ide and dri l l  through and on the 

lowest line , 5" on each side and dri l l  through. You should now 

have eight 3/8" ho les through the board; none of these measure­

ments need be too exact as the holes are only for clamping 

bo lts, so use your j udgement. 



INTERNATIONAL VIOLIN COMPANY 
HEADQUARTERS FOR VIOLIN SUPPLIES 

Viol in Wood at Big Savings. Seasoned Spruce Tops--One and 
Two Piece Quarter Sawed Maple for Backs. Very Select Qual ity 

Ebony Finger Boards, Pegs, etc. Our Assortment of Vio l in  Suppl ies 
is  Complete. Savings are Tremendous. Write for Price List 

LUIGI NICOSECO OIL VARNI'SH - THE WORLDS FINEST 

Enhances the value of any Violin. This incomparable Oil Varnish is renawned around 

the world for its Superior Excellence. Never Smeors-n41ver Checks-imports a most 
Distinctive Finish to your Violin. Vries in one day. 

NOTE THESE LOW PRICES FOR SUCH SUPERB QUALITY 

Neutra l or Any Color Desi red: Per P int - $3.50, 2 Oz. Bottle  - BOc 
1 Doz. Assorted 2 Oz. Bott les - $B.OO. Prices F.O.B. Balti more, Md. 

Send for a Sample Order Today and ask for the Violin Makers Supply Price list 

NEW "BOW-HAIR" SENSAT ION - Have you t rouble in getting good 
Bow Hai r  and paying exhorbitant prices? If so, try our Chieftain 
White Nylon Bow Hai r  - a 1960 reve lat ion. 

Our "CHIEFTA IN WH ITE NYLON BOW HAIR" is  stronger than the 
old type horse ha i r  and is h ighly pra ised' by a l l  viol in  makers and 
vio l in ists who use it. 

Per Pound, Hank $20.00 Y2 Pound - - - - $10;50 
Per Doz. Units $ 5.00 Per Gross - - - $4B.00 

Postage Extra 

INTERNATIONAL VIOLIN COMPANY 

414 East Baltimore St., Baltimore 2, Maryland, U.S.A. 

ITALIAN VIOLI N S - VIOLAS 
M A R L I N B R I N S E R  

F O R E M O S T  I M P O R T E R  O F  I T A L I A N  V I O L I N  S - THE W O R L D  ' S  B E S T  
P R E F E R R E D  B Y  P R O F E S S I O N A L S E V E R Y WHE R E !  

A l s o  a f u l l  li n e  of a l l  k i n d s  a n d  q u a l i t i e s  o f  C A S E S  a t  L o w e s t  P r i c e s .  

MARLIN BRINSER 

BOOKS 

AND OTHER ITEMS OF MUSICAL INTEREST. 

RARE, SCARCE AND OUT - OF - PRINT. 

FREE CATALOGUE. 

* * * * * 

290 1 18th St. , N. W. Washington 9, D. C. 

6 4 3' S t uyv e s a n t  A v e .  , I r v i n g t o n ,  N .  J .  

VIOLIN MAKERS - SOMETHING NEW 

FOSSIL WOOD 
A l low yoursel f  the p leasure of owning an instrument with POWE 
refinement and nobi lity of tone . Try our Patent Fossi l  Woo­

Why not en joy making a Ge nuine Master Violin 

Make a Strad or a Guarneri del Gesu yourself! The world's most 

beautiful and best sounding violin wood -- fossil wood of old­

fashioned cremona type -- can now be obtained. Write to : 

JAN HILBERT NORLANDER 
GUNNILSE, SWEDEN 
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Now, prepare four wood clamping bars (Fig .  2 )  from 3/4" 

X 1 5/8" strip; these wi l l  be of four different lengths having 

holes dri l led through corresponding with the holes on each of 

the four hori zontal  lines laid out on the baseboard ; the first 

s trip wil l  have the holes 8" apart;  the second wi 11 be spaced 6" 

the third 9" and the fourth 10" apart; cut off each ot the 

strips about one inch outside the dri l led holes ; three pieces 

of 1/4" p lywood can now be cut 1 1/2" x 3" for back or inside 

pressure c lampsl  dri l l  a 1/4" hole through the center of each for 

3/16" bolt ( "B" Fig 3 )  

Our frame i s  now comp leted and i n  order t o  best domon­

strate it ' s  use ,  we wi l l  take a typical case and see what we 

can do with it .  Let ' s  say  that this violin  has  a two pice back 

that ,  at some time in the pas t ,  has separated at the seam and 

been poorly repa ired ; the seam has been g lued together but the 

edges don ' t  match and do not come comp letely together; there is 

only one thing to do - open up the seam, c lean i t  out and make 

a new j oint. 

First remove the top from the vio l in and , a lthough this 

operation can be performed with the Fingerboard on the instru­

ment , you wi l l  find your work much more comfortable if the 

Fingerboard is removed ; get the hot water ready. With the top 

removed , it may be that the back j oint wi l l  open up easi ly if 

it i sn ' t  a lready open; in any case ,  you must start working the 

hot water down into the j oint from the ins ide ; be most careful 

not to damage the edges of the j oint on the outside or the dis­

figurement wi l l  show no matter how we l l  the j oint i s  brought 

together; a l l  the o ld g lue MUST be cleaned out of the j oint and 
if it should happen to be WHITE g lue,  you are in trouble because 

this stuff is like chewing gum and is most difficult to remove. 

Having the j oint we l l  cleaned out ,  the violin can now be p laced 

in the frame ( Fi g .  5 )  with the back facing upward and the base 

of the neck in the recess at the top of the board ; using 1/4" x 

4" bolts up through the holes in the baseboard , place the c lamp­

ing cross bars in position with temporary cork or felt pieces 

underneath to protect the. violin varnish; you wi l l  find that 

your violin spool clamps with wing nuts are j us t  right for this  

set up  if you remove the upper spoo l ;  j ust tighten the wing 

nuts on the cross bars sufficient to hold the assembly togetheL 

You wi 11 now see tha t the point of contact of the under­

face of the crossbar is right on the center line of the violin,  

or d irect ly on the back j oint l ine , and that the s l ightest rock­

ing of the crossbar wi l l  place the point of contact on one s ide 

or the other, so  if the nuts on each end of the. cross bar ar" 

tightened an equa l amount,  the pressure wi l l  be brought to bear 

directly on the j o int . However ,  should one s ide of the j oint 

be higher than the other in this area,  by turning the nut down 

further on that side,  the cross bar wi l l  be rocked over s li ght­

ly to bring the point of pressure on the high spot to equalize 

the seam :  Now, should adj ustment of the pressure give any 

14 

trouble and the edges of the seam refuse to line up correct ly, 

turn the baseboard over and bring the sma l l  pressure clamps 

( Fig. 3-4 ) into action for a little assistance . We made three 

of these but , of course , any number can be made quite eas i ly ;  

you wi l l  notice that the s lot or opening in the baseboard ( liB" 
Fig 1 )  is s ituated directly over the center seam on the inside 

of the violin so  you can see what ' s  going on ; put a 3/ 16" bolt 

through the center hole of the 1 1/2" x 3" p lywood s trip (Fig . 3 )  

and thread a nut on the end. P lace the s trip inside the s lot 

( "B" Fig 1) and hold i t  up crosswi se to bear on the inside face 

of the baseboard ("B "  Fig.  4 ) ;  whi le ho lding the nut from turn­

ing, tighten down the screwl as the assembly is t ightened with 

the inside face of the baseboard as a backstop you wi l l  see that 

pressure can be brought to bear by the bolt on any area adj acent 

to the center seam on the ins ide of the back ; thi s  can now be 

used as a backup to the cros s·bar clamp to bring the seam in line. 

It  wi l l  now readi ly be seen how a few of these inside pressure 

clamps can be used to get a sens itive and positive contro l of 

the positioning of the two s ides of the center j oint in re lation 

to each other. 

Having everything now l ined up , run the hot strong g lue 

into the j oint and adjust the clamps ; put pieces of cardboard 

under the crossbar clamps so that when the clamps are removed , 

any paper that · i s  left stuck to the violin can be eas i ly re­

moved with warm water; sma l l  thin cleats ( about 1/4" x 3/8" on 

the face ) can be g lued across the center j oint on the inside 

and the whole assembly put aside for a coup le of days to set.  

It  wi 1 1  be obvious· that any work on the center seam of the violin 

be l ly would be d one in the same manner except that shorter bo l ts 

would be required . 

Harry S. Wake 
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PURFLING 

by Alfred Thurlow 
19 Thurlow St. , Brisbane , Austra lia 

Fit the upper and lower bouts first by inserting Purfl­

ing in one corner and then fo l lowing the groove to the second 

corner. Cut the second beve l a very little - longer than neces­

sary. Then g lu ing , push both corners into position first and 

the Purfling can then, be sprung , into the groove . The middle 

bouts are also cut just too long , corners inserted first and 

then sprung in .  find Urea Forma ldehyde Resin Adhesive ideal  

for g luing the Purfling as it i s  a cold transparent g lue and 

does not swe 1 1  the wood 1 ike hot glue .  

PINNING THE RIBS TO THE BACK 

For users of an outside mou ld , the fo l lowing method of 

pinning the ribs to the back has many advantages :  

Procure 3/4" Brass Escutcheon Pins o f  1/16" diameter and cut 

pins 1/4 " long sharpened to a 450 ang le at one end . Sink them 

into the corner blocks 3/16" from the ins ide edge and in the 

end blocks 3/16"  from the outs ide edge letting the pins proj­

ect 1/16" .  The back rough ly arched and flattened at the 

edges a l l  round , is left with out l ine , s ay 1/4" from the rib­

bing. Fit  your ribs to the back and press the pins of the end 

blocks only to mark the p late. Then bore 1/16" holes to recess 

the pins being carefu l not to dri l l  through the p late. Take 

your inside temp late and mark the curve of the midd le bouts on 

the back . Then spring the ribbing to fit this out line and 

press the corner block pins to mark for boing as above. The 

ribs should then be perfect in out line and the final overlap 

of the back can be marked to ensure an even border. Whi le i t  

may not be necessary, I fina l ly rep lace the brass pins with 

hardwood pegs . Pinning is of great help in gluing as the ribs 

remain in exact position when cramping. I use Urea Forma lde­

hyde Resin  Adhes ive for a l l  the ribbing and a lso for attaching 

the Neck. Of course,  anima l glue is used for the Breast .  

CORNER RIB CLAMP 

by Joseph Franko , Violin Maker 
95 Van Riper Ave . ,  Cli fton , N . J .  

Here i s  a usefu l  corner rib b lock clamp whi ch can very 

eas i ly be made with soft z inc metal  and two wooden snap pins . 

I made four of them for each corner. I find them very 

handy. Scmetimes the corner comes unglued . Thi s  clamp wi l l  hold 

the rib in place unt i l  the g lue sets . It can be taken off every 

eas i ly and used again . 



CUTTING OF "FF " HOLE S 

by Ced Wi l s t e ad 

SECOND STAGE 

F I RST STAGE 

The four h o l e s  are bored ou t ( p r i o r  to g lu i ng ) 
on the t a b l e , a nd then enough wood removed on 
the E String s i d e  to p e rm i t  entry o f  the s ound 

p os t .  Resu l t :  on be i n g  p l ayed 
there wa s p l enty of p owe r on a l l  
four s tr i n g s . The treb l e  s i d e  
s ou nd i n g  a lmos t n orma l .  The b a s s  
s i d e  r e s emb l i n g  th e t one o f  a 

' c e l l o .  

An e qu a l  amount i s  r emoved from b a s s  s i d e , a nd 

the i n s t rument p l ayed a g a i n , r e s u l t : Improve ­

ment t o  the t re b l e  s i d e , wi th a t t end ant i n cr 
e a s e  i n  vo lume on the b a s s  s i d e ;  
the G String s t i l l  s im i l a r  i n  a u a l ­

i ty t o  c e l l o the who l e  e f fe c t a t  
h i s  s t a g e  wa s a g enera l impre s s i on 

o f  vi o l a tone . 
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At th i s  p o i n t  the treb l e  s i d e  be came more p ower­

fu l ,  a nd the tone s hades pe w l i ar to the v i o l i n 
be c ame more evid en t .  Th e b a s e  s i d e , wh i le be c .-----

i ng s trong e r ,  s t i l l  rema i n ed c e l l o 
l i k e  i n  t i mbr e ;  i t  i s  important 
t o  n o t e  tha t a l s o  a t  th i s  p o i n t , 

the Tart i n i  n o t e s  we re very s trong 

p a rt i cu l a r ly on th e l ow and m id d l e  

re g i s t e r .  

FOURTH STAGE 

The remova l o f  wood wa s her e qu a l i z ed a g a i n  

wh i ch resu l t ed i n  a more p ower fu l t o n e  through­

bu t wi th n o  change i n  g enera l a s  regard s  
i nd i v i du a l s t r i ng s , the vi o l a  �---
type tone whi l e  s t i l l  evident , 
wa s g i v i n g  p l a c e  t o  the more 
c r i s p  and p owe r fu l t one of a 

v i o l i n .  
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th i s  p o i n t , the r e a d e r  may p ond e r  as t o  the 

move ; do we remove the next p or t i on of wo od 
the treb le s i d e  or vi c e  vers a ?  I h ave u s ed 

b o th d e partures with l i t t l e vari ance 
i n  the u l t im a t e  re s u l t s  o b t a i ned . 
However , for the t i me b e i n g , l e t  u s  
p r o c e ed b y  removing t h e  wood in th� 
aperture on the b a s e  s id e . You wi l l  
o b s e rve tha t  very l i t t l e h app ens . 

SI XTH T AGE 

We n ow remove the fina l p i e c e l e f t on the o th e r  
s id e ,  a nd then gradu a l ly en l a r g e  t h e  en t i re 
o f  the FF h o l e s  on e a ch s i d e ; you r e a r  wi l l  

you a s  t o  how mu ch shou ld be d one 
i n  th i s  d i re c t i on .  Th i s  l a s t  op­

e ra t i on is be s t  comp l e t ed wh en the 
varn i sh i n g has been comp l e ted and 
the s i d e s  of the F F  h o l e s  then 

c o l ou red t o  
ma t ch .  

�----.--'--... --�� ---, �----�-... .,.---�..,.------�,..,"-----� 
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by Cid We ls tead 

I was much interested in the sentiments expressed in  

your String Section in  the Apri l-May i ssue of 1963 just to  

hand . 

With your indulgence I wou ld l ike to deli berate some­

what on your views , whi ch I consider to be constructive crit­

icism ,  and I fee l that more of this type of materia l  on thi s  

subj ect must eventu a l ly become a n  issue as to the meri ts of 

the modern violin  as against the re lics of the past.  

Firs t ly, you must concede the point that your views 

were expressed just  prior to the event whi ch must nu l l i fy a 

host of argument s ;  the playing of the monumental  D Maj or Con­

certo of Bee thoven by Tibor Varga on a modern instrument , to 

an aud ience of 2000. The fact that it happened in Austra lia  

i s  re lative l y  unimportant ( I  am  of course most happy that i t  

?id ,  the same as you would b e  i f  Canada had been firs t )  but 

the important thing i s ,  it rea l ly has happened , and regard less 

of where, and to whom, i t  must be admitted to represent a maj ­

or breakthrough, as the barriers are now down , leaving the way 

c lear to other leading players to investigate the possibi lities 

of the modern violin.  

The violin used in thi s  performance i s  my No.  1 and , 

s ince thi s  concert, has been used in other performances . At 

the moment of wri ting , this violin  is on loan from Mr. Varga to 

Lukes David,  professor of violin  at the Vienna Academy of music. 

It has had a very warm reception over there , being used 

in many maj or performances and the be lief i s ,  genera l ly, that 

it is incomprehensible to the European mind that a violin of 

thi s  calibre could originate from the land of the Kangaroo and 

Boomerang.  

You have pointed out the remarks of Mr. Hoing, and I 

fu l ly endorse them but ,  my s tatements concerning the re luctance 

of the great ones in  giving fair tri a l  to the modern vi olin mus t  

for m y  part sti l l  stand and b e  emphasised , because when I stated 

fair tri a l ,  meant just that;  it wou ld seem that the argument 

in ' thi s  i ssue between us , is our individu a l  interpretation of 

the meaning of tri a l ;  i n  my art i c le i n  defence o f  the modern in­

strument , I said fair tri a l ,  and I mean by thi S ,  the one pitted 

against the other in dominating a symphony orches tra , and not 

the cursory examination of the modern violin by a mere "Tickl ing" 

in the arti sts ' room a fter a concert - this procedure is fruit­

les s ;  thi s  we know about, so to disappear behind a curtain time 

and again to haltingly ask an opini on as to the merits of our 

modern instrument s ,  merely s i ckens one when upon returning 'home 

we rea lize that these great ones have tried to be kind and pat-

2 1  

ronis ing t o  those amongst us who feel that something has been 

achieved in the sphere of acoustics ,  artis try, chemistry, and a 

deep and embracing love for the s ound produced by a fine ly made 

vi olin ! ! !  What is the usu a l  response to this approach? "H 'm ,  

not  bad" and then - Nothing - I mus t  wage war for the new inst­

ruments because I BELIEVE in them. 

have a lways maintained that there is on ly one cruci a l  

test for any vi o lin ,  o ld or new - the playing o f  the great Con­

certos of the masters with fu l l  orchestra , there is no other. 

I f ,  during such a tri a l ,  the ins trument echoes through the con­

cert ha l l ,  and at a l l  times dominates the orchestra even in the 

s tormiest passages , and throughout the performance the p layer 

is re laxed and confident then the questions posed prior to the 

performance are , without stint,  automatica l ly answered . 

As you have said , the ins trument must sigh and whi sper 

and articu late with perfection in the rapid passages and resp­

ond to every nuance of tone and mood requi site to the work 

being performed . The player, during the performance must be 

able to p lumb the depths in the sou l  of the violin under test 

without effort - in short, the instrument ( Old or New) must re­

spond to the arti
'
s t '  s interpretation without being raucous or 

loud . A notable examp le against the old be lief  that only an-

cient ins truments are capab le of these characteri stics , 

during the concert season here in 1962 . 

was 

A d i stinguished soloist who vi s i ted Aus tra lia  during 

this time (I sha l l  of course forebear to mention his name ) was 

in three separate performances of the Mendelssohn, the No. 3 

Mozart , The d i scordant Bartock, s triving with sweat and mus c le 

to reach the audience and the only traits exhibited by his 

famous Strad , of a l l  those mentioned by you , was the s igh and 

the whi sper - the power to dominate the orches tra l s torms , 

j us t  d id not exist - at no time did thi s  famous beauty shine 

and reverberate throught the a coustical  medium of the concert 

ha l l ;  the G s tring during the lovely second movement of the 

Mendelssohn was , for the most part , lost in the orchestra l 

a ccompaniment - a ltogether a most disappointing performance .  

In the cri tiques of these concerts , the tone of the 

p layer was commented upon thus : "His tone throughout was weak 

and uninteresting" .  "In the double fortes he just did not come 

through " and so on. Now, a l lowing for the genera l ly a ccepted 

incompetence of "Music  Critics"  it must be stated that these 

people ,  genera l ly,  never question the instrument being p layed . 

Any deficiency displayed is a lways attributed to the p layer. 

We may assume in perfect safety, that the reason why these 

criticisms are a lways leve l led at the p layer, is in line with 

my be lief that the art of vio lin making and violin p laying is 

sti l l  in  the grips of the Romanticists - the s ame o ld nonsense .  

The critic  KNOWS that the instrument being played i s  a Strad 

or a Guarneriu s ,  or a something from the pas t ,  and h�s auto-



matic assumption that the player is at fau lt is most ly incor­

rect .  We a l l  know that any bri l li ant player can have an ' of f '  

night,  and p lay bad ly, but thi s  does not comp lete ly wreck the 

tone qua l i ties of the instrument being played , because the tone 

or any given ins trument is a cons tant quantity within certain 

limits , regard less of the mood of the player ,  PLUS the abi lity 

of the conductor to contro l the vo lume of sound produced by 

the orchestra . 

I must agree with you on your remarks concerning the 

abi lity of the modern makers to equa l and surpass the workman­

ship of the o ld Ita l ians insofar as purfling,  choice of wood s ,  

scro l l  cutting , etc, thi s  statement concurrs with my own obseF­

vat i ons and the s trongest point you make is in regards to the 

varnishing and fini shing of the instrument . The finish found 

on violins made by some of our modern makers is of extreme ly 

poor qua lity and even if the instrument , prior to varnishing , 

was a thing of beauty, this qua li ty is subdued or hidden ben­

eath an unattractive c loak and destroyed by the genera l appear­

ance of the finish - I cannot emphasize this enough ; I wonder 

often on thi s  aspect,  as to how much a maker rea l ly fee ls about 

his product - either they regard in secret disdain and frustra­

tion their efforts or their judgement concerning the varnishing 

processes is non-existent cannot analyse thi s  queer anoma ly 

of an artistic  worker who has the abi lity to produce a work of 

art (visu a l ly at least ) and then destroy the i l lusion with as 

much artistry as  disp layed by a we l l  meaning housewi fe reg lor­

i fying the fading beauty of the music  room pi ano stoo l ,  with a 

half  inch brush and a pot of lacquer - thi s  facet of the art 

comp letely nonp lusses me . 

To ana lyse your statements in Paragraph 2 ,  I must del­

iberate at some length . You say I have not l i s tened to my 

instruments alongside known o ld Italian s ,  by thi s  I interpret 

that you mean one after the other . Sure ly you would not have 

any modern maker subj ected to thi s  mOlery for the purpose of 

judgement as to the merit of thi s  or that .  This experiment 

dates back to Savart who p layed his "Trapezoid " vio l in aga ins t 

Stradivari , and a pane l of judges gave him supremacy over the 

o ld violin ! ! !  - and where is this famous trapezoid marve l to­

day? it is not in the violin,�ase of Isaac Stern or Tibor 

Varga which once more proves exactly nothing . To l isten to 

violins p layed behind a screen in a sma l l  room or even an aud i ­

torium, one after the other wou ld b e  abso lute ly confusing t o  

both the players , the makers and the judges . 

How many t imes has thi s  pointless act been commi tted and 

how many times has the i s sue been confused? The inconc lusive 

evidence gathered from thi s  sort of nonsense a lways seems to 

favour the new violin but those taking part in the tri a ls wend 

their way homewards with the certain knowledge that thi s  is  

where it ends - there are  no tomorrows where the same violin 

wi l l  take part in a Major performance of some bri l l iant ma�ter 

Concerto. 
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Regarding your observations as to whether I posess a 

"tone memory" ,  I think this
·
i s  an interesting poin t .  I must 

s ay that previous to thi s ,  the poss ibi lity that I do have this 

abi l ity had not occurred to me , but it is a good thought ,  and 

perhaps this function could become manifest in the same way as 

"perfect pitch " .  

Like yourse l f ,  I ignore the VOLUME of sound produced and 

l isten for the important things - the "sigh" the "whi sper" the 

s inging qua lities and the arti cu lation of the instrument during 

rapid passages .  Regarding the reserve of power, I consider thi s  

t o  b e  the integra l factor, insofar as the virtuosi i s  concerned 

and any violinist who l is tens to the great one s ,  knows that 

only these chosen few are capable of p lumbing the d epths whi ch 

can exist in a fine vio l in - o ld or new. The ordinary profes­

s iona l  player does not genera l ly seek this power because he,  or 

she , wou ld not know what to do with it - this is essentia l ly 

for the art of those few who have gone beyond the mere extern a l  

sensations and d imensions of violinistic virtuosity and reached 

a lmos t  to the u ltimate in menta l  and phys ical  harmony with the 

vibrations pecu l iar to the instrument whi ch has more beauty than 

any other form of music  - it is this combination of absolute 

comprehension of a l l  the factors invo lved in vio l in playing 

whi ch marks the line of demarcation between a great p layer and 

the ordinary run of the mi l l  type of player; thei r  reacti ons  to 

a beautifu l  art i cu late instrument forms a unity whi ch e ludes 

description - men like Kries ler, Hei fetz,  Varga and Stern . If 

ever the opportunity comes your way to hear the Varga interpre­

tation of the monumental  D Maj or Concerto of Beethoven , you 

must hear i t  and add greatly to your mus ical  appreciation .  

I n  my arti c le in  the V .M .J .  i t  is t o  b e  admitted that I 

made a s trong point concerning the contrast between my own 

modern instruments and those of the o ld Masters of Cremona , but 

before making these s tatements , I considered we l l  the import of 

what I was about to write and , unless shown to be wrong , I find 

no reason to retract or a lter my conclusions but rather to en­

large upon them consequent to your own summing up; it must be 

remembered that most of wha t  I have said includes a l l  those am­

ongst us moderns who have endeavored ,to produce works of art to 

equal  or surpass the ancients.  

Your obj ections regarding my s tatements are , apparent ly, 

based on what you describe a s  the " tone memory" of those of us 

who possess thi s  sense - I had not previou s ly considered the 

existance of such a thing . I can only say that my j udgement is  

based on  my knowledge of mus i c  and as an inveterate concert­

goer and I am certain that I can fairly assess the virtues of a 

solo  instrument during a concert then compare i t  with another a 

week later; each and every instrument has virtues of its  own -

unl ike any other - there does not exist two instruments with 

identical  characteristics.  Violins are l ike peop le ,  each one 

being an absolute entity; there are likenesses , very wide apart , 



and then like twins ,  but the shade of d i f ference is there . 

have 'made two such violins from the s ame pieces of timber,  and 

when played together in duets they b lend so beautifu l ly and 

harmoniously ,  but listening to each of them separate ly,  it i s  

not di fficu l t  t o  detect that a lmost undefinable vari ation of 

timbre . 

I assume that when you say I must hear my instruments 

a longside known master violins , you mean I mus t  first hear one 

performance on, say a known violin of the Golden Period of 

Cremona ,  that i s ,  a Stradivari ous or Guarnariu s ,  and then the 

s'ame performance repeated on one of my own instruments ; is  

thi s  not  to some degree depending on "tone memory" regard less 

of the short period of time whi ch wou ld e lapse between the two 

performances? I f  i t  mus t  be insis ted that a fina l ,  unbiased 

tria l be ins tigated then there is  on ly one method of  sett ling 

the question o f  the o ld versus the new, and with your permis­

sion ,  wi l l  out line the procedure in a theoretical  tria l .  

Let u s  assume that the Concerto for the tri a l  has been 

se lected by a pane l of judge s ,  and that the voting favours the 

Paganini D Major (this wou ld be my choice) .  

It would be  necessary to  have two soloists  on  the plat­

form to share the test performance of, say a genuine Stradivar­

ian ins trument , and one of my own or some other modern instru­

ment . For the purpose of this experiment I sha l l  use the Peters 

Edition of the Concerto . 

The orchestra , under the baton of a competent conductor, 

wou ld requi re to be kept a little more subdued than in the usua l 

performance,  in order to give fu l l  play to the two solo vi olins , 

and the p layers . Let us say that the Itali an vi olin  sha l l  be 

known as No .  1 and the modern ins trument as No. 2 .  

After the orchestra l introduction , v i o l i n  No .  1 commences 

the theme at A and continues unt i l  comp letion of thi s  subj ect .  

At  C violin  No . 2 takes up the solo part , continuing to G ,  

where again No . 1 takes u p  the continu i ty of the theme . At the 

termination of the fol lowing Tutti , vi o l in N .  2 again plays the 

next subj e
,
c t ,  from to N where No.  introduces the next subj ect 

by playing the first line , then No. 2 repeats this theme , where 

again at 0, violin No .  1 continues to R, and the first movement 

is completed by vi olin  No . 2 .  The second movement and the finale 

are conducted in  the same manner, and the adj ud ication fo llows . 

In thi s  way, both instruments are given fair trial and 

there can be no argument unless some extremely prejudi ced adjud­

icator wishes to split  hairs , making the test subj ect to the 

individual style of the two soloists - this could be easi ly 

squashed by requesting the performers to exchange viol ins during 

the various tutti ' s ! ! !  
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I must  agree wi th you when you state that tha t the abi l ity 

of many modern craftsmen to supercede the workmanship of the old 

masters , genera l ly ,  but ,  and thi s  is a very large BUT ,  the varnish 

j ob .  The vas t  maj ori ty of the modern ins truments leaves much to 
be desired in this department. One could discuss this aspect of 

the art at cons iderab le length , wi thout perhaps influencing many 

modern makers concerning the dreadfu l finish they impart to their 

instruments ;  one gazes in astoni shment at the i l l  contrived 

varnishing found on the average modern violin - the colours are 

shocking , ranging from blood red to pale uninteresting dirty 

browns , and yet it must be acknowledged that the workmanship 

beneath this streaky or opaque f i lm of tone des troying materi a l  

i s  mostly superb. 

On many such instruments , the wood has not been properly, 

prepared , to receive a beauti fying finish and , without thi s  part 

of the art , no type of varn i sh can be expected to bring to l i fe 

the inherent beauty of the finest map le of pine , so it is to be 

s tressed that unless both the making and varnishing of a vi olin  

complement each other, the fini shed product can never reach the 

rea lms of real beauty. 

It is my considered opinion that violin making and violin 

varnishing are two distinct and separate phases of the art -

many a maker who can create a work of art in the structura l sense 

wi l l  in comp lete ignorance proceed to destroy his creation with 

some horrible concocti on which destroys the appearance and tone 

of his hard earned success in making a vi olin whi ch ,  in  i ts nude 

condition was a thing of appeal ing beauty; it i s  spoi led beyond 

reca l l  and , amazing as i t  seems , these craftsmen with the gouge 

and scraper, purfl ing too l ,  etc . , appear to be completely ignor­

ant of these things and one becomes aware that to di scuss these 

bad ly contrived finishes with them, resu lts  in embarrassment ,  

genera l ly .  Many t imes I have seen magnificently made vio lins , 

which in the unvarnished state leave nothing to be des i red ; beau­

tifu l  symetrica l scro l l s ,  perfect contra- facsimi le out lines , rich 

contoured archings , together wi th gracefu l artistic  sound holes , 

but this i s ,  genera lly,  the end of the road , and their  artis try 

comes to a fu l l  stop ! ! !  

I am convinced that on reaching this stage of the art , 

these fine workers in shaping an instrument ,  should hand the 

ins trument to an expert varnisher who is capable of giving th e  

"Breath of Life " t o  an otherwise inanimate enti ty wh ich wi l l  never 

speak in a l l  its  power and g lory except that the acoustical  found­

ations establi shed be given permanence and equi librium by bonding 

the wood structures for a l l  time with a substance compatible with 

the wood , whi ch has the addi tional abi l i ty to bring to life the 

scint i l lating depths inherent in a l l  fine t imbers . 

To i l lustrate in brief  the vast gu lf  between a violin 

maker and a competent wood finisher, I ask you to refer your­

self  to an old time artist  french poli sher (a lmost a lost art 



today) who worked many years ago in a piano factory of ,  say an 

Eng lish or German workshop where magni fi cent ins truments were 

made before the era of the spray gun and ni tro ce l lu lose lacquer.  

Pianos , on being taken from the cabinet making shop to the pol­

i shing department ,  wou ld be disdainfu l ly eyed by the "shiners " 

and unequivoca l ly condemned wi th much profanity and exp los ive ly 

rej ected with expletives unprintable regard less of  the country 

of origin - only one thing is certain ;  the pro fani ty wou ld be of 

the profoundest avai lable , in the certainty that these . . . . . . . .  . 

idiots mus t  be accepted re luctant ly as be longing to the human 

race at a l l ,  and that they are comp letely c lueless  in preparing 

a workable surface on which to bui ld a beauti fying finish -

thi s  I know, because  I worked in such a place to gain experience 

and peradventure became the foreman at the end of  one year; a 

friend of mine took over from me when I left and is sti l l  there , 

lacquer fini shing , and another art is becoming lost during man ' s  

"progress " . 

The polisher had to spend considerable time extending the 

e fforts of the cabinet shop before attempting to begin the 

"fi l ling " ,  "colouring ll , "bodying i n " ,  "bodying up" ,  "spiri ting 

off " ,  "benzoining "  and fina 1 1  y "cha lking off",  for only he knows 

the requirements as to surf?cing finely figured timber , destined 

through his artistry to dazzle the eyes of those who came to 

look at the fini shed product ! ! !  

We mus t  ask ourse lves this question - how much more di ff­

icu lt is it to produce the u l t imate finish on the curved surface 

of a violin when using an o i l  base varnish there is just  no 

comparison with the di fficu lties of  inducing good behaviour when 

using thi s medium. French polish i s  applied by gradua l  depos i­

tion o f  gum lac so l ids  dissolved in a lcoho l ,  the app l i cator being 

a "rubber" of coarse cotton woo l  enc l osed in fine l inen; the 

app l ication of  an o i l  varnish i s  dependent on ski l l fu l  brushwork , 

and s t i l l  more ski l l fu l  hand fini shing months later, and then the 

fina l coating with the same varnish of deeper co lou r .  In other 

word s ,  the procedure of fini shing a piano case is reversed - the 

colour is app li ed d irect ly into the wood and then finished with a 

body of clear polish;  the vio lin has the coloured varnish on top 

of a clear deep ye l lo s trata of  e lastic  properti e s .  

When a n  ins trument I am making has reached the s tage 

where I have deeply impregnated it with pure gamboge in turpen­

tine , p lus  a minimum of oxid ised linseed oi l ,  and it is covered 

with a rich homogeneous cloak,  I regret that to be consistent 

with the vio lins of  the old mas ters , I mus t  take the fina l step 

and add the final  coat of deeper shade .  My reactions at thi s  

s tage often tempt me t o  g o  n o  further because at this point the 

instrument appears most beauti fu l  - there is something indescri­

bably magni fi cent about it and on ly trad ition induces me to go 

any further - this fine deep ye l low c loak s eems to impart l i fe 

and fire to the map le and pine , appearing to "marry" the very 

molecu les which consti tute the fibres of the wood and resonance 
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increases beyond a l l  hopes . The fina l ana lys is s eems to be : 

resonant timber p lus a compatibly constituted bas i c  varnish whi ch 

integrates the two factors for a l l  time and , once applied , cannot 

again be separated - it cannot be removed from the depths of  the 

wood by means of a lcoho l ,  boi led out by means of  heat,  or s craped 

in order to r�move i t .  If the last  menti oned procedure is adopt­

ed , then by the time every vestige has been removed there is on ly 

a fine she l l  of timber rema in ing 

the pu l l  of the s trings . 

not even enough to withstand 

A bas i c  varnish compounded from pure gambogi n ,  recti fied 

turpentine and linseed o i l ,  is extremely s tab le .  The combina­

tion of the l inseed and gambogin in the vehi c l e  appears to e l im­

inate the risk of the pe l l ic le  breaking up into fissure s ,  in 

other word s ,  the continuity of reaction experienced when using 

ord inary colophony does not occur .  I have used c O lophony in 

thi s  combination and , unless some meta l lic  rosinate i s  inc luded , 

it has remained sti cky for years , eventua l ly reversing and de­

oxidising and so  practica l ly reverting to a l iquid s tate , rend­

ering the instrument to a sti cky mess .  The chemistry of thi s  

phenomenon, I do not understand and t o  establ ish the reason i s  

for a far greater chemist than myse lf .  can o n l y  s a y  in this 

regard that I observe what occurs without comprehending , in the 

same way as the old masters observed in the. past and content my­

s e l f  that the tone o f  a violin so treated wi l l  give a maximum of 

resonance within a very short period of t ime ; I find i t  supreme 

over a l l  other types of varnish I have made ,  it is durable ,  

flexible  and beautifu l  to gaze  upon, comp letely unl ike what you 

describe as "gum in o i l  varnish" on raw wood - when thi s  bas i c  

varnish is used , i t  i s  not raw wood ever again ,  but a combina­

tion of two very compatible factors . I be lieve as you do,  that 

a we l l  constructed violin of fine qua li ty acousti ca l timber, 

treated in such a way as to integrate the fibres of the wood , 

is the only way to give externa l l ife to the king of ins truments . 

The idea of sea ling the surface against deep penetration 

is to condemn the ins trument to a short raucous l i fe and it fa i ls 

my imagination that in this day of grace and understanding that 

this concepti on is s ti l l  current amongst many makers . 

You may remember that in my arti c le "The Case for th� Mod­

ern Violin"  I stated that Edward Heron Al len was my teacher, and 

my origina l vio l in which was ,  at birth ,  (prior to varnishing) a 

powerfu l ins trument .  I t  was varni shed according t o  his concept 

(origina l ly propounded by Charle Reade ) .  The surface was sea led 

with thin washes of gambogin in a l coho l  - it dies wi thin a few 

short years and became just  another noise box , bu t was never re­

generated wi th the penetrating gambogic  varnish in turpentine , 

rema ining a perfect iostrument,  gaining strength and beauty as 

it grows o lder.  



Your remarks in Paragraph 3 concerning "Raw wood and gum 

varnish" I app laud muchly. As I have many times said , an excel­

lent vi olin  can be ruined for al l time by the app l ic ation of the 

wrong type of varnish and , by the same token, it is not conceiv­

able that an inferior one cou ld become exce l lent if it was 

possible to cover it with the varnish of Stradivari ! ! !  

Both factors must complement the other in creating a 

resonant and permanent diaphragm wh ich wi l l  remain capab le of 

giving maximum ampli fication to the vibration of the strings . 

A gent leman recently brought me a Loui s  Otto and request­

ed that I remove the o ld crocod i le skin in which it was encased , 

and apply my varnish.  I t  was di fficu lt to explain to him that 

perhaps the wood was c logged with some incompatible substance 

whi ch prec luded any chance o f  regeneration by so doing . I t  i s  

a most unresponsive instrument whi ch wi l l  not art i cu late in any 

sense at  a l l  - even the Tartini notes whi ch should be engendered 

by playing double forte in thirds and seconds are absent . 

I consider of course the possibi lity that the only gen­

uine thing about the violin could be the labe l .  It  is we l l  made 

from fine wood and the scro l l  is very symetrica l .  have given 

in to him and wi l l  revarni sh the instrument just  for the purpose 

of experiment.  

After eight years of frustration in endeavoring to get 

the opinions o f  visiting virtuosi , as to the potenti a l  o f  my 

violins , I was unexpectedly visited by Tibar Varga during his 

concert tour o f  Aus tra lia  last year. This was a marve l lous ex­

perience in more ways than one . When he ' phoned me to say that 

he intended to perform pub l i c ly on one of my violin s ,  I was ,  as 

you may gues s ,  completely stunned . 

At the performance , I did not occupy a seat because I 

knew it would be impossible for me to s it  sti l l  due to my great 

nervousne s s .  I l is tened without watching the p laying from 

every doorway in the concert ha l l  and was rea l ly convinced that 

he had at the last moment changed his  mind about the whole thin� 

After the long introduction of the first movement ,  when the sol-. 

oist makes his entry with the split  octaves ( I  was at thj s time 

ups tairs l i stening from the Eastern Ga l lery exit ) these beauti­

fu l octaves and then the arpeggios f i l led the ha l l  with bri l l­

iant crisp sound s ,  but my heart was not in i t ,  because , as I 

said , I be l i eved he had seen fit to change his mind . 

During the cadenza (Joachim ' S ) I remember wishing that my 

instrumen t could rea l ly sound thi s  way. As I moved from door to 
door, I was more convinced that my assumption was correct ; 

could not see the platform in order to verify my thoughts .  

After the fina l movement , I moved into the rear o f  the 

hal l ,  but s t i l l  cou ld not see the ins trumen t ,  and Mr. Varga t00k 
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five ovations ; in Austra lia  this i s  most unusua l  I can assure 

you . As the app lause ceased in his last ovation , Charles Mak­

erras ,  the Conductor , raised his hand and ca l led for si lence , 

and then - the reve lation - he announced that my vi olin was the 

solo  instrument and you can guess how I fe lt .  

Mr .  Varga reques ted the conductor to  make the announce­

ment a fter the performance in order that no pre-prej udice cou ld 

be established ; tru ly a stroke o f  genius , thi s .  

H e  was lavish wi th his praise  o f  this instrument , and 

used it at other concerts . 

I must thank you , Mr. White ,  for your great compliment in 

l inking my name with Mr. Hoing , when you indi cate that you con­

s ider our violins to be of high order, but I think you are wrong 

when you de fend the atti tude of Joseph Szigeti who condemns the 

amateur and modern maker, regard less . We moderns are trying to 

prove something and we cannot do it by ourse lves ; the proving 

has to be done by top ranking p layers who have the understand_ 

ing and technique to rea l ly test any given instrument ;  your 

asserti on that the opinion of these great arti sts mu st preva i l  

i s  the crux o f  the who le matter - I think i t  has preva i led long 

enough. do not mean to infer that every modern violin ,  even 

by a world vamous maker, MUST be perfect from the point of view 

of the worlds ' virtuos i ,  but the ir opinions of our vio lins should 

be our quide - not our downfa l l ;  to sum up , the defect you men­

tion CAN ONLY BE FOUND BY A TOP RANKING PLAYER, and , indi cated to 

the maker for his benefi t ,  so that the defect can be inve st igated 

and then e l iminated . You say we have a long way to go before we 

can hand a new modern instrument to a world artist  whi ch has rea l 

tone and reserves of power - you must concede me the point that 

we have arrived for thi s has been achieved by a new modern violin.  

I fee l as you do regarding all  the e lectroni c  j argon which 

I must confess mere ly confuses me - a fter studying the se methods 

and then tryfng to trans late them into common , every day language 

in order to corre late the find ings with the art of violin making , 

I must  confess that defeat is my only reward . By this I do not 

in fer that I am averse to the sc ient i fic  approach , as I find 

these side issues most interesting ; it is s imp ly that my be lief  

leans we l l  towards the simp le laws of tri a l  and error which must 

have been the wa tchword of the arti sans two hundred years ago and 

more . 

Al l these si ncere and fine people who have endeavored to 

corre late the mysteries of the acoustics of the violin via the 

medium of e lectronics etc ,  have not ( so far as I know ) succeeded 

in producing an instrument thereby whi ch has merited the atten­

tion of a top l ine p layer - if sci ence only IS the answer , then 

why a l l  the weighty words and d etours to arrive at tangible con­

c lusions and formu lae ; why not employ the known factors of e lec­

tronics and s imp ly attach to the be l l ies o f  the ins trument a 

magnetic  pick-up uni t and see i f  some leading player wi l l  app-



roach the p latform trai ling a length of e lectri c cable connected 

in turn to an ampli fier and contro l system? Thi s  wou ld , in eff­

ect ,  reduce the whole  thing to the leve l of  the rock and ro l l  

gu itar,  pu t an end t o  a l l  arguments , a l l  arti s try , a l l  nosta lgia 

in fact everyth ing associ ated with the mus i c a l  art o f  violin 

playing . 

In the Scient if ic  Ameri can during 1963 , Carleen Hutchins 

expounded at some length on thes e  matters without giving us  a 

formu l a ,  for whi ch I am grate fu l .  

I f  such a thing was pos s i b l e ,  then w e  can wave goodbye to 

artistry and individual  craftsmanship because it  wou ld then be 

pos s ible for the scienti sts to ma s s  produce in any quantity in­

struments whi ch would be perfect in every respect . 

As to whether thi s  would be a good thing or evi l ,  I do 

not know; o f  th i s  aspect I can on ly say that my interest in vio­

l in making would come to an abrupt end s imply because there 

wou ld be no stars to chas e  and capture and the o ld ins truments 

wou ld have no value save that of antiqu i ty ;  every student would 

be able to own an ins trument equal  to the best avai lable - thi s  

pos es another quest ion : wou ld thi s  b e  good o r  bad? T o  sum up ,  

we  mu st  admit that the laws whi ch governed the ancient masters 

a lso  govern uS today ; individu a l  arti sanship regard less  of the 

approach or method adopted to produce a violin o f  fine qua l ity. 

Those o f  us who can by individu a l  e ffort produce a concert vio-

lin cannot transmit thi s  knowledge to another.  A l l  the students 

and apprentices of the famous makers o f  the past did not aspire 

to the great heights o f  thei r  teachers ; they cou ld learn form 

and produ ce perfect imitations ( in the visual sense ) of their  

masterly teachers but , without that undefinable SOMETHING whi ch 

makes a man outs tanding from the crowd , they were al1d are des­

tined for oblivi on . Thi s  undeniable fa ct , to me at leas t ,  i s  a 

great sadness becau se there are such men today, not only in this 

particu lar f i e ld o f  endeavor who are s incere , hard-working , 

c lever ,  and even bri l l iant bu t ,  minus that tiny spark of inspir­

ation whi ch unerringly guides the hand of a lesser individua l .  

Perhaps thi s  i s  hyperthetical  reasoning ,  bu t ,  t o  me , it  seems 

the on ly reasonable conclusion whi ch can be arrived at by using 

just  words - as for the res t ,  it  i s  inexpli cable . I have tried 

to guide the hand of interes ted people for I am desirous of im­

parting what I have learned to others and i t  is a fact that one 
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can on ly proceed to a l imited extent and then - we are searching 

for words and explations which e lude the spoken word and even 

demonstration ; it s eems that without the maple of the back and 

the pine for the front in one ' s  hand , there is no chance of the 

materi a l  attaining balance and harmony. 

The se last remarks leave one wi th the fee ling o f  de feat 

and fai lure which mus t ,  from sheer honesty ,  be acknowledged . 

Yours most s incere ly, 

Cid We lstead 
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r5HOUGH'fS ON. VIOLIN.S 
by Wi l li am Kirkwood 

2 Canmore Street 
Forfax Angu s ,  Scot land 

I want to write sqme more about the Violin.  Something 

in  the nature and form of whi ch i ts vibrations take , etc.  I 

do not want to teach anyone how to make a violin.  wish 

knew more how to do that myself ,  but as one studies deep into 

i ts s cient i fi c  principles the more one comes to rea lize that ,  

by their intuition ,  the Old Masters ( I  say intuition a s  I don ' t  

think they knew much i n  thei r  day about ' science ) managed pretty 

we l l  to involve in their instruments much of the violin ' s  

scientific principles and to a far greater extent than the 

intuition of their traditiona l copiers seem to rea lize.  ---

Wha t  I am going to write abou t ,  I am anything but c lear, but to 

use my oft repeated phrase , I think again I am a t  least substan­

tial ly right . 

I have just  said that by their intuition ,  the Old Masters 

have managed to invo lve in the vio lin many of its s ci entific 

principles , many of these principles whi ch trad itional thinkers 

fai l to see . The main one of these I fee l certain lies in the 

region of the Bridge, Bar, Sound-post and Sound holes and the 

relative parts of the Body in this  connection . Many may harbor 

such thoughs as getting a better ba lance of p late area back and 

forth of the Sound holes nicks , to get thirteen inch length o f  

s tring s ,  etc .  o r  even exp lain i t  away with s tructural calcula­

tions ; but there i s  far more to i t  thq.n 'that.  We don ' t  want 

balance of area back and forth of the Sound hole nicks ; anyone 

with a litt le thought should see we don ' t  get it anyway; from 

the narrow spaced front holes of the Sound holes these Sound 

ho les are splayed wider right back giving the maj or benefit to 

the bar from the front of the Sound ho les , whi ch a lso includes 

from the front of the Sound holes . Also,  the bottom vibrating 

plate area as di s tinct from the top p la te area from the front 

of the Sound holes forward . I can hear the reader saying in 

thi s  case that there would be more vibration s trength going to 

the the bottom area than to the front area . We l l  there i s  more 

to fi l l  wi th vibrations in the bottom area than in the top area.  

(The vibrations cannot go over the edge of the p lates as I 

explained in a previous art i c le - they must exhaust their own 

force in the p lates ) and if the top area from the top of the 

Sound holes is less than the bottom area from the top of the 

Sound holes and the bottom getting the maj or benefit from the 

Bar ,  then with the lesser top area and somewhat greater bottom 

area , both areas wi l l  be more or less of equal  vibration 

strength. 

Why does a violin need to work on thi s  principle I have 

j us t  out lined? We l l ,  i f  you bow a thirteen inch string in its  

centre , do you not think that its  waves wou ld be a bit jumpy and 

uneven and need stabi lity? And that applies equa l ly to the 

centre of the Bar and Bre�t under the Vibrating Bridge and that 

is just what these get by what I have just  out lined ; the firmer 
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part of the top in front of the Sound holes gives that stabi lity 

as remember here you are also bowing the Bar in i ts centre just 

the same as the s tring bowed in its  centre and the amount of 

different i a l  action as out lined gives stabi lity. I f  you had 

two equa l areas , top and bottom, with the nicks in the centre 

or rather in between and in the centre of the Bar you wou ld not 

get stabi lity so consequent ly the top area of the Breast has to 

be firmer as out l ined , and a ls o  consequently sma l ler to get 

equal  s trength of vibration s .  

Then there i s  the Bass Bar and the Breast in  thi s  conn­

ection . The Bar seems to be spoken about or discussed in a 

vague sort of way of its action on the Breast - this is mis­

leading and its action with the Breast wi l l  never be understood 

that way. They are a lways spoken about in a seperate sort of 

way, when there i s  no existance o f  thi s  sort of action at a l l ,  

they are , you may say, a welded unit , as a s  such seem t o  mer-it 

a s ingle combined name a l together and to be considered or 

s tudied very s trict ly in this respect.  These wi l l  never be 

understood any other way - The Bar i tse l f  can never reasonably 

have much control of the Breast by i .tse lf  - It  seems to me I 

cannot get words to express the important depth of the meaning 

of the Bar and Breast whi ch mus t be considered as a unit and 

that many may fai l to grasp what I mean unless they think deep 

into thi s  subj ect thems e lves .  

Then there is the entire vibrations covering the whole 

p lates of the violin .  These are churned up with s o  many int­

ricate thoughts and ways of vibrations and to an extent that 

they a lmost suggest s imp licity itself  whi ch then i s :  these 

trave l through the vi olin in  a l l  directions just like vibra­

tions in any other medium, irrespective of opposite waves or 

frequencies and just  in the same manner as the interna l vib­

rations of a vi sible nature though those of a visible nature 

may ki l l  one another - It is in the text book theory of 

ordinary vibrations of a vi s ible nature which mis lead tradition 

on the vio lin . 

As I have just  s aid , there is nothing di fficu l t  concern­

ing the vibrations going through the plates of a violin. Here 

again , tradition makes it seem d i fficu lt with thei r  various opin­

i ons  of how these trave l.  Davidson in his book "The Violin" says 

if we take a sma l l  cube of pine , p lace it upon a table , and try 

its  conducting power by placing on it a vibrating tuning fork, 

we find i ts resonant powers vary with three d i fferent pOS i tions  

in which we may p lace i t ,  proving to us the three di fferent vel­

ocities o f  sound through i t  - 1st , quickest a long the fibers ; 

2nd , s l ower across the fibers and across the layers whi ch mark 

the growth of the tree and 3rd , s lowes t  of a l l  across the fibers 

and a l ong the layers . We l l  as far as the violin is  concerned I 

feel somewhat certain this is another traditional  ghost .  I n  the 

firs,t p lace , how could a sma l l  cube of pine act anyway decisively 

in  such a manner. What Davidson was getting here was the vibra-



tions transmitted from the sma l l  cube to the table and I don ' t  

think i t  wou ld matter much whatever s ide o f  the sma l l  cube he 

p laced the tuning fork on . 

Violin vibrations , I feel fairly certain ,  don ' t  run in the 

oft sugges ted di fferent ways of d irection; run out at the ends of 

the fibers ; stronger one way than anouaer; run over the end s ,  etc . 

In the first pla ce there is series of waves created a long the Bar, 

both ways from under the Bridge, each with a sma l l  area or circle 

and from around the perimeter of each of these , vibrations go 

s traight out to the extremities of edges and , in doing so, create 

a mass of cri ss cross or opposite waves witQ remarkable ease and 

each get the benefit of along the grain as we l l  as across the 

grain , it doesn ' t  matter on wha t  part of the plates these are on, 

and I think I can c laim again to be substantia l ly right and as I 

have said before , violin vibrations are not ordinary vibrations , 

they are a l l  of a molecu lar nature , the only vibrations whi ch 

wi l l  transmit sound , and therefore violin vibrations--I on ly ask 

tradition to penetrate into that mys terious something which at 

thi s  day and age they know i s  at the back of thei r  minds and I even 

go so far as to s ay that they know it is the mo lecu les and which 

they know themse lves that these  are a bit d i fficu lt to understand. 

I have just  been reading an art i c le in the Arizona Journa l 

containing some remarks by Joseph Read about an Arti c le of mine in 

the last November i ssue of the same Journa l--I read Mr. Read ' s  

remarks carefu l ly and more care fu l ly between the l ines . He s ays 

he would like me to mention the dates of my previous articles on 

mo lecu lar vibrations as he says I have summed up in one sma l l  

statement the entire problem . ' 

I rea l ly don ' t  know where that one sma l l  statement of the 

entire problem is in my previous art i c les as they a l l  bear on 

molecu lar vibrations one way or another. As I have s aid be fore., 

have a very good grasp of how the violin works , far more than 

can rea l ly put in words and as the saying is "No-one can rea l ly 

understand anything unti l  they can explain it to the man in the 

s treet " ,  and I am a bit fixed in that pos i tion, a l though I am now 

continua l ly finding out more . Then he says I make some very pro­

found and thought encouraging s tatements whi ch phenoms has long 

been known . For instance,  he s ays , we know that when certain 

notes are being p layed - certain parts of the violin plates are 

not moving or vibrating at a l l  and the average person be lieves 

that when any note is played that the p lates are vibrating a l l  

over o r  throughout . We l l ,  the average person is certai n ly qui te 

right here , and Mr . Read must be putting this down to something in 

the nature of loose p lates or ordinary vibrations . Violin vibra­

t ions must cover the whole of the p lates - Then he says there i s  

something stable that h a s  e luded u s :  what does the bridge d o  

when the bridge vibrates . I have remarked on the bridge more or 

less in my artic les but the bridge would require an article by 

i tse lf ,  so likewi se  the Bar .  Then he says , How come the tone i s  

even when great pressure i s  app lied t o  the E and A s trings? I 

wi l l  leave thi s  problem to Mr. Read - I am not a mu s i cian a l though 

I played the fidd le in my own way for some time , have a good but 

perhaps not a practical  grasp of musical  theory, bu t perhaps a 

deeper grasp than s ome so ca l led passes on mus ical  theory. Then 

Mr. Read finishes up by saying that Mr. Kirkwood has hit a nerve 

when he stated we s topped dead instead of trying to proceed when 

these obstacles and mysteries and road blocks to our understanding 

were encountered - I s tate his sentence , "The re luctance to think 

long enough in the right but somewhat more di fficu lt  d irection . " 

Before answering this last statement,  I want to ask "Who 

created these obstacles,  mysteries and road blocks ? "  Tradi tion ,  

not me . I have never seen in any of the Journa ls any rea l  attempt 

so so lve the rea l  molecular action with in a violin,  a l though i t  

is now we l l  known in tradit iona l  minds that these have a maj or bear­

ing in the violin ' s  action .  So I uphold m y  statement "The re luct­

ance to think long enough in the right but somewhat more di fficu lt 

direction " .  One mus t  not be scared here - we want to know the 

truth. 

It wou ld benefit tradition to pay heed to a statement by 

Peter Davidson in his  book , "The Violin" - What a man has done 

that is exce l lent , it little profits us blind ly by ru le of thumb 

to copy. The va lue to us  is in showing us what may be accomp l­

i shed , and exci ting our emu lation to equa.!  or excel - making uS 
dissatisfied wi th lesser attainments . Only medi ocrity copies -

The artist  originates and excel lence , like beauty, i s  not s teri le .  

Somthing has made we wonder i f  Mr.  Read , when he stated , 

"We know that when certain notes are being played - certain 

parts of the violin p lates are not moving or vibrat ing at a l l " ,  

was referring t o  a n  art i c le by Mr. Nicholas i n  the June 1946 is sue 

of the Strad , when a comparis on was made between a Strad violin 

and a good copy of a Strad , showing by some means where the plates 

were vibrating and other parts where they were not vibrating and 

a specia l  note where the back was s carcely vibrating at a l l .  

To me , thi s  art i c le o f  Mr. Nicholas i s  mi s lead ing just like 

other s cientific  be liefs of the past that were often proved mis­

leading and often a ctua l ly wrong,  and we a l l  are caught up in this 

sort of thing just  like ancient Ari stotle to whom may I s ay was 

often at leas t  nearly comp letely, or in many cases , comp letely 

wrong .  Thi s  art i c le by Mr. Nicholas showing how one Ba chhauer 

in Germany made an apparatus whi ch shows whi ch part of the Belly 

or Back of a Stradivarius violin and a copy of a Stradivarius 

vibrates to each note , may be right in one parti cu lar, but it def­

inite ly does not te l l  the whole s tory, part of which should have 

been c learly seen by anyone.  In the first p lace i t  should have 

been c learly apparent to any one .when a note of near 700. cyc les 

per second was played , the who le back of the Strad was not vibra­

ting and the other violin ( a good one ) a lso shows re luctance of 

the back to vibrate at this note and a lso the Be l ly of each violin 



showing veJ!y . l ittle vibration either, to ask themse lves where was 

the s ound to come from. The art i c le makes no note of the copy 

which at 27 1 cyc les per second was nearly void of any of this 

(only supposed ) type of vibration at  a l l .  We l l ,  what value i s  

there i n  their be l ie f? - very little - Even i n  these i l lustra­

tions they show very little vibrations under the Bridge where the 

s trongest vibrations should occur I am not qui te clear on these 

i l lustrations shown by Backhaus but I believe he may be qui te 

right so far, and I somehow think he i s .  But there are vibra­

tions and vibrations and the p laces on the plates showing the 

supposed no vibrations are certainly producing vibrations . 

I wou ld l ike to finish up with two items which may be of 

interest . I am making my sixth violin just now--I use an outside 

mould and after finishing the assemb.ly of the ribs , linings and 

b locks , I took them out of the mould and , perhaps owing to my 

method of assembly of these, there was not a bulge on them, so 

much so,  as I just used it as a pattern to draw the outlines on 

the Breast and Back, then using the compass from the outside of 

the ribs drew the proj ection out line for what was required 

over the ribs . I just wonder i f  any reader has done likewise ,  

I had taken in my  mould a bit and had no suitable pattern any­

way. 

The other item concerns a Ce l lo Bridge . A client who had 

seen one of my vio lin bridges on a violin at some concert or 

other, p leaded with me to make him a Ce l lo Bridge . I was 'per­

haps a bi t reluctant as I had never made a Ce l lo Bridge , a ltho­

ugh at the s ame time I had a lways been haunted with a desire to 

do s o ,  so I just  made one , I sent it to this Client . He wrote 

me back saying he was overjoyed and delighted with it as it had 

made a tremendous d ifference to his instrument .  "The resu lt" 

just  as I a lways thought, the effective part of  these Ce l lo and 

Double Bas s  Bridges is placed too high on the Bridge to be 

effective . 

Explanationj, 
by C. C .  Cooper 

I had qui te a surprise  when I opened my copy of the 

Journal  of October-November, 1963 , and saw my recent letter to 

you published there . 

I am quite happy of course that thi s  in formation could 

be made avai lable to our readers , but I would like to convey my 

apology to them for the briefness and lack of exp lanation , not 

to mention the crudeness of some of the drawing s .  

P lease pub lish the fol lowing comments o n  that letter : -

"The diagram referred to in the second paragraph o f  my letter to 

Mr . Cooper concerning Violin Geometry ( pp 2 1 ,  October-November 

Violin Makers Journal  of BC ) wi l l  be found on page 30. I be lieve 

that the text of the letter wi l l  be a l i ttle clearer i f  it is re­

ferred to during the reading . 

On page 27 there is another di agram that is left mostly unexplai� 

ed and I consider thi s unfortunate , s ince i t  i s  qui te s igni fi­

cant . It concerns the circle  that enscribes the points of  the 

inner bouts , and I do not subscribe to the be lief  that i t ' s  

centre wi l l  a lways fa l l  i n  the exact centre o f  the violin. This 

wi l l  depend upon the out l ine in question .  To construct thi s  dia­

gram proceed as fol lows : 
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1 .  Construct a circ le "0" on a given centerline ( line ek ) 
2 .  Construct the perpendi cu lar bc at point "0" 
3 .  Construct the equa lateral triangle bao as shown in the 

di agram . 

4. Construct line ac to intersect the center line at point 
ltd " . 

S .  Construct a perpend i cu lar fg at point d.  

6 .  Where thi s  perpendicular cros ses the circle  at points 

f and g, locate the points of the upper bou t .  

7 .  Loca1e point x between point d and "0" so that line ed 
equa Is l ine dx .  

8. Construct lines fj  and gh  through point x to locate 

the points of the lower bout .  

9 .  Construct line hmj . 

10. The length of the inner bout wi l l  then be equal  to 

line dm and can be calculated exact ly us ing trig. 

I have reproduced the diagram here for the bene fit of those who 

may not have their copy of the d igest at hand . The sma l l  circle 

at the top of page 27 is in error, so p lease disregard i t .  
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by r'lA G'.G'.PMK£Il.JR � 
Net f(l SeRle. 

There i s  sti l l  a great dea l  that  remains undiscovered from a 

geometri c point in the out lines of the old masters , and no 

doubt s ome of them did not use  a geometric ou t l ine at a l l ,  

wi l l  not argue that point and they probably managed t o  get a 

fine tone besides • • • •  However ,  no one wi l l  deny that there 

is probably a best out l ine and shape ; probably severa l di ff­

erent ones . And because  they exist in space and produce the 

desired resu lts , they are not chance things but Geometri c .  

( Even though they may have been evolved b y  experiment ) "  

Gemunder's Observations . 

I came across an interesting point regarding thi ckness ing 

o f  vio lin tops you might like to pass on to the members in  a 

book ca l led "Progres s  in Violin Making " by George Gemi inder,  188 1 .  

Gemiinder states on page 6 1 :  " Stradivarius and Joseph 

Guarnerius have espec i a l ly obtained a beau t i fu l  qua l i ty of tone 

in the se violins , yet in order to  gain an easy touch of tone , 

they worked the top pretty tender,  and in many ins tances they 

made the midd le  part of the top most thin ; probably to further 

easiness of sound sti l l  more . "  Then add s :  "such vi o l ins do not 

answer for concerts . I I  
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by E. Hop�ins 

Gemi inder,  by the way ,  worked for Vu i l laume in 1847 for 

about four years and wh i le these c laimed to have repai red 

Paganini ' s  wonderous violin ,  as he ca l l s  i t .  

Th i s  seems proof enough tha t  s ome Italian violins a t  

l e a s t  are thinner in the centre than at  the edge . 

May I take thi s  opportunity of thanking a l l  those members 

who make the pub lication of the V . M . J .  possi ble . 

My best wishe s ,  

Yours -

E .  Hopkins 
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Leading Master Violin Makers all over the world. A lso used 

exclusively on our own Weaver " Master Tone" Violins. 
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Produces that strong, mellow tone. A trial will convince you. 
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TO FULL SlZE 
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VA R N I S H  
Ced We lstead ' s  Letter to Gunner Sanborn 

My Dear Gunner, 

New South Wa les Austra lia 

January 19th,  1964 

I have fina l ly gotten around to replying to your we lcome 

and interesting letters ,  and wish to say that the reason for 

de lay is because I have given myse lf  time to investigate your 

proposals of incorporating your suggestions concerning the 

introduction of an oi l other an Linseed into my varnish formulae.  

The Essentia l  oi l you nominate , name ly, Aethero leum Cedri 

e Ligno is not listed in any of my text books under that .name , 

but I am certain that this oi l is the natural product originat­

ing from the red Cedar trees of Europe,  and i s ,  as you say, the 

oi l used in laboratory work in the fie ld of Mi croscopy and is 

synonymous with Canadensis  Balsamae . 

The main constituent of this o i l  is Cedrene C15H24 which 

is an isomeric body of Cadinene, Caryophe l lene , and other sesquit­

erpenes from Oi l of Cade,  Oi l o f  Cubeb, Oi l o f  Juniper, etc;  it  is 

in fact wide ly distributed as a consti tuent o f  many essentia l oils 

from a l l  terrains including Austra lia and , as such , belongs to the 

many hundreds of various natura l oils derived from trees and shrubs 

there are litera l ly no end to the num
·
ber of the chemica l constitu­

ents derived from the fi e ld of essential  oils - Guenter, the world 

authority on thi s  subj ect published a prodigious four-volume trea­

tise which he states sti l l  does not cover the who le field of 

research. 

If  i t  is cons idexed to fortify Gambogin Varnish with another 

resinous additive, then it wou ld be logical  to use a compatible 

substance related to the so lvent used to reduce Gambogin to a fluid 

state , such as old heavy bodied turpentine, some of whi ch has be­

come oxid ised to form Pina l Hydrate CIOH
lS

0
2 .  You wi l l  deduce from 

thi s that by using any of the other essential  oils  or their deriv­

atives wi l l  achieve nothing in the d ire ction of increasing the 

e lasticity of the varnish, or increas ing the flow potent i a l ;  it  

would increase the resinous nature of the varnish unne cessari ly, 

and to a degree that is not in the least desirab le;  Gambogin 

Resin dissolved in recti fied turpentine, is saturated in resin-

ous products whi ch are compatible with the structures of the 

pine and map le used in vio lin making, so it is apparent that 

the incorporation of any of these produ cts , natura l or synth-

etic,  does not in any way increase the e lastic prnperties we 

are trying to create. There are in this field ,  only two types 

of oi l whi ch measure up to the requirements of imparting, or 

rather, extending the elastic properties of Gombogin Varnish; 

( the dry pe l l icle  of this varnish is by nature somewhat e las-

tic ) and these two glycerides are Linseed and Castor Oi l ,  the 

latter at the moment being the subj ect of investigation ;  their 
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chemica l properties are simi lar, Castor being a partial  so lvent 

of Gum Draco, and perhaps you wi l l  permit me, before continuin� 

to dwe l l  somewhat on this point ; it  is very interesting. On 
combining Castor Oi l with Oi l of Pine , the speci e  of Dragons 

Blood known as Li liacene Dracaena (Canary I s lands ) can be 

dissolved to any degree required , the amount of Castor Oi l be­

ing as sma l l  as 5% byvolume - thi s fact leaves one with the 

thought that perhaps the fina l coat on the o ld Italian instru­

ments could possibly be composed of these two components , 

because in thi s  media on ly. does the Gum Draco remain stable 

under the influence a sun light ! ! !  The pe l licle  o f  this varn­

ish is extreme ly e lastic ,  and of fine texture ; i t  can be brushed 

out to a perfect finish and the co lour is magnifi cent. 

To determine the active ingredient or constituent in 

the Oi l of Pine (do not confuse this with "Oi l of Pine " from 

Siberia ,  as this is a comp lete ly d i fferent materi a l ) a sma l l  

quantity was disti l led and two fractions obtained - high frac­

tion/low fraction. The low fraction transpired t o  be a mixture 

of Terpenes isomeric with Terpinolene Limonene,  Dipentene etc.  

a l l  being isomeric bodies o f  the formu la CIOH16 • The high fra­

tion was isomeric with Terpinea l ,  probably a mixture of a-d l 

Terpinea l ,  having the same characteristic odour of this group , 

having the formu la of CIOHlSO. The isomers of this constituent 

to name a few are : Cinea le ,  Citrone l la l ,  Bonnea l etc . ,  a l l  o f  

whi ch are so lvents of Dragons B lood , but thi s  i s  the mystery ! ! !  

I f  the red resin Draco is disso lved in any of the isomers o f  

Terpinea l ,  the co lour at first i s  blood red , but a fter a few 

days exposure to sun light , the co lour is dispe l led , resu lting 

in a c lear solu tion of the original  so lvent ;  Why is this so? 

If the Draco Resin be dissolved in Oi l of Pine , or the high 

fraction obtained from this source, it res ists the b leaching 

effect of the light rays . There is only one conc lus ion :  

Terpineal appears t o  be the so lvent i n  the Oi l of Pine , and the 

other consti tuents , which are secondary a l coho ls ( Bornea l ,  Fen­

chyl a lcoho l ,  Methyl (havi cal ,  etc. ) together with some Pheno lic 

Esters , becoming the stabi li sers or light filters . 

The great variation of these isomeric bodies , and the 

mu ltiple configurations of the mo lecu lar structures are a cha l­

lenge to our imaginations and powers of deduction , and whi lst  

searching through these things , the uppermost thought in my mind 

is this : Terpineal is the main constituent of Aromatic Oi l of 

Pine, and was avai lable to the old Ita lians, and is the only 

essential  o i l  obtained by disti l lation which wi l l  dissolve Dra­

gons B lood and remain stable under the influence of sun light, 

fi ltered or direct; there is only one other solvent,  but unfor­

tunate ly it has the serious defect of becoming a dry fissured 

pe l li c le - namely Eugenal  from Oi l of Cloves C
IO

H12
0

2 '  



An intens ive investigation wou ld be in order to corre late 

a l l  the factors and demons trate the reason why the gi ant mole­

cu le which cons titutes Gum Dra co , when mixed with Oi l of Pine 

remains light fas t :  C20Hd402C6HSCOCH2COOCSH90.  

One factor appears to proj e ct beyond a l l  others in  this 

matter, and it i s  thi s :  the few constituents whi ch dissolve or 

part ly disso lve Dragons Blood , are � oxides or hydrates o f  the 

es sentia l  oi l s ;  CIOH160 - C IOH 1202 etc .  To extend thi s  research 

I wou ld be very pleased if there is anyone who can advise me as 

to where I can obtain a sma l l  amount of pure Pino l Hydrate o f  the 

formu la C IOH 1S02 ' it is not avai lable here in Austra l i a ,  but I 

be lieve it is avai lable in Italy,  France ,  etc . ; it is conceivab le 

that the o ld Ita lians used very o ld Turpentine as a vehi c le for 

their varnishes . In its pure s tate it is the perfect so lvent and 

vehicle for Gombogin ;  possibly in its  po lymerised form, it is a 

perfect vehi c le and so lvent for Dragons Blood? 

If it cou ld be accepted in genera l to depart from the 

aestheti c  aspect of this problem, we cou ld proceed in the fo l l ow­

ing manner : Dissolve the Dragons Blood in a lcoho l together with 

a sma l l  proportion of Gamboge res i n ,  p lus S% by vo lume of Castor 

Oi l .  

Thi s  gives an exce l lent minutely thin red finish t o  a vio­

l in ,  having an e lastic  nature and a l ight texture _ there i s  on ly 

one factor which prohibits this procedure - di s tribution o f  thi s  

top varnish over the surface o f  a n  ins trumen� i n  a n  even pe l l i c le 

when applying it by means of a brush - it is impossible to achieve 

perfection in this manner. The only method of appl ication is to 

have the mixture pressuri sed and � on this last red coat ! ! !  

This i s  not in the least acceptable to me persona l ly ,  and bes ides 

this obj ection , the materia l  i s  not in the nature o f  an oil  varnish 

which again ru les i t  out of order insofar as violin making i s  

conerned . 

Each experiment with Gum Draco has been des igned to find a 

suitable so lvent which wi l l  comp letely dissolve the res in ,  remain 

l ight- fast ,  and lastly, be of a viscosity whi ch lends itse l f  to 

easy appli cation , not forgetting of course that ·  the mixture must 

be in the nature of an oi l varnish when fina l ly compounded . 

Thi s  has been no easy task , and much remains to be done in 

order to attain perfection a long these lines ; the varnish at pres­

ent , answers most of these requirements , and is an interesting s ide 

i ssue to my experiments with Gamboge Resin ;  it must not be assumed 

that this new avenue I have adopted , is in any way to rep lace or 

supercede Gombogin varnish whi ch I sti l l  maintain i s  the logical  

coating for vio l ins ; i t  is mere ly at this, point an  interesting 

investigation o f  possibi lities , to probe the many theories much 

d i s cussed over the years concerning the use of this substance by 

the o ld Ita l ians . 
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One fact emerges from my experiments which is paramount ; 

the artisans of the past were restricted in the s ame way we are 

today, name ly, a so lvent whi ch mus t  answer to mu ltiple cond it ions 

such as s o lution of the res in,  e lasti city, durabi lity,  light fast­
ness and correct viscosity. From experiments involving s ixty- four 

essential  o i l s  and their constituents , only two pos s ibles have 

emerged . The third possible ( Pinal  Hydrate ) is the one which in­

terests me mos t ,  and upon being able to obta in some of thi s  

materi a l ,  I sha l l  b e  g lad to noti fy you of the resu l t s .  

hope you wi l l  forgive the intrusion of these last 

remark s ,  as they are not related to your correspondence,  but 

I hope you wi l l  find the remarks of this  departure interes ting . 

Reverting to the primary matter concerning Gambogin ,  I 

can assure you that beyond the addi tion of a sma l l  amount o f  

Linseed or Castor Oi l ,  no adu lteration i s  in any way desirable 

or necess ary in order to render this varni sh g lossy and easy 

of application , for it f lows free ly if correctly made and used , 

and wi l l  remain stable for years i f  s tored in air  tight contain­

ers ; the viscosity wi l l  not a lter even if it is left exposed in 

the g lass containers to open sun Hght ! ! !  

You mention that Mr. Hammar lund recommends the add ition 

of "Di lutin" to add to the ' fl ow potential  of Gambogin varnish­

I mus t  confess i gnorance here , because the compound is not 

known here in Austra lia  - perhaps you wi l l  let me know more 

about this in the future . 

Gamboge varnish compounded with Turpentine as the veh­

i c le ,  coloured by contact with Magnesiu'm ,  Copper,  and Chromium 

( for the red co lours ) and Iron , Si lver or Go ld ( for the brown 

shades ) wi l l ,  i f  f lowed on to the surface of a perfectly fini sh­

ed violin , offer no di ffi cu lties . a t  a l l ;  it is but chi ld ' s  p lay 

to apply in  any temperature and , if the work is  done in a dust 

free atmosphere , i t  gives the impression,  when dry, that i t  has 

been sprayed upon the surface;  if the who le procedure is care­

fu l ly contrived , it requires no hand finishing unless individ­

ual taste di ctates the type of finish found on a french poli sh­

ed piano . 

I wou ld l ike to s ay before continuing that ,  regarding 

the use of Castor Oi l in Gamboge varnish , I have not to date 

used this oi l in any varnish which has been app lied to any of  

my ins truments - i t  has  so far  only  been used on  test  pieces of  

rib wood , and I am awaiting results after pro longed exposure to 
s trong sun l ight . So far, thi s  varnish has promis ,  parti cu larly 

because I have used Aromat i c  Oi l of Pine as the vehi c le for 

the Gamboge , whi ch is an exce l l ent so lvent, taking up plenty of 
colour and becuase the Castor Oi l wi l l  absorb a quantity - both 
being s olvents of the Gamboge and the Draco res in , ind i cates 

chemical  compatibi lity;  the thin coating app lied to the test 

s trips , i s  at this s tage , indi cative of much promis� . 



I do not wish that you accept my remarks regarding the 

Aethero leum Cedri e Ligno as a fina l j udgement , for the reason 

that my findings may be wrong comp letely, but I would appreciate 

your summing up on this question as to whether this materia l  you 

specify is indeed synonymous with Oi l of Red Cedar and Canadensis 

Ba lsamae ;  you say that the Aetheroleum oi l is  avai lable in two 

consis tencies - heavy and l ight - this  wou ld indi cate to me that 

two fractions have been iso lated from the one source and if  this  

is the cas e ,  you can be  sure that the two substances have an  

entire ly di fferenct specific gravity, and that the terpene fra­

ction could possibly be very interes ting , and I would be very 

much obliged if you could obtain some for me for the purpose o f  

experimen t ;  i t  is poss ible a ls o  that the light o i l  has been ad­

u lterated . 

Regarding the request contained in your letter of Decem­

ber 28th, I am d e lighted to co-operate with you in any way 

possible,  so do what you wish regarding these matters at any 

time - your proj ect with Mr. Carlo wi l l ,  I am sure , prove most 

interesting and I wish you both the best of luck. 

If your assertion proves correct with the substance you 

nominate , I think i t  is the right thing that you should receive 

the cred it  for same , so in view of thi s ,  I am having a copy o f  

this letter printed in the Journal  o n  your behalf  and a lso  for 

the benefit of the many interested readers. 

It wou ld be most interes ting i f  i t  were possible for you 

to comp lete a vio l in according to your syntonising principle , 

and send it to me for varnishing - does this appeal to you? 

appreciate the diffic� lties of such an arrangement of course ,  

but wi l l  leave you with the thought j u s t  the same . 

Regarding the opinions expressed by Dr. Emi Ie Leipp of 

the Paris University, concerning the continuity of the oxida­

tion of Linseed Oi l ,  I have , at thi s  time , no defense to offer, 

except to say that he is  of cD�se speaking of the ord inay Lin­

seed of commerce or the s lightly better qua lity oil used by 

artists in o i l  painting . 

Today it is possible to obtain some very fine qua lity 

speci a l ly prepared oi l produced here by Meggits Oi l Industries . 

These special  Linseed products are obtained by franctio­

al distil lation under high vacuum . One of these have recently 

received , and appears to be of exce l lent qua l i ty for our purpose .  

The water soluble constituents have been removed , a s  have the 

fatty acid content ( i t is my be lief that the fatty acids are res­

ponsible for this  s l ow oxidation which makes ordinary Linseed a 

bad component of vio lin varnish )  and this oi l has been named by 

the producers : Alka lie Refined Linseed Oi l .  I have not a s  yet 

tried thi s  o i l ,  but wi l l  of course experiment with it  in the near 

future . 

34 

Has your friend Dr. Leipp written anything on his violin 

accoustics so far; if  so I wou ld very much appreciate being able 

to read o f  these matter s .  

I wou ld like t o  stress that m y  remarks concerning Linseed 

do not infer that I advocate its use , but rea lize that the quantity 

in a formu la mus t  a lways remain at a minimum; I have a lways been 

prejudi ced against this  materia l  by reason of the obj ections s tated 

by Dr . Leipp and many others , but used with due caution , it wi l l  

impart t o  a varnish those qua lities so much sought after - elastic­

ity ,  glos s ,  and durabi lity. 

Used in conj uction with varnishes compounded from ordinary 

colophony, it most certainly wi l l  rema in sti cky and fluid for an 

indefinite period , which is most  undesirable in the extreme. Used 

with v3rnishes compounded from Gambogin ,  it  behaves in an entirely 

di fferent way, rendering this type o f  varnish exce l lent in every 

respect. 

Reverting for a moment  to Aethero leum Cedri , the main 

constituent , Cedrene ,  being one of the many sesqui terpencs of 

the formu lae ( as before s tated ) C
lS

H24 is not very usefu l  for 

the purpose of dissolving the natura l red resins - in fact it  

wi l l  only absorb a minute amount of these res ins , taking up very 

little colour - the reverse is the case where Gambogin is concer­

ned - it is s o luble in each and every terpene. sesguiterpene. 

cylic or bicychici. the teriary a l coho ls and the oxides etc;  you 

wi l l  agree that these facts nominate Gambogin as a mos t  versa­

t i le materia l - in fact the only materia l  which wi l l  not dissolve 

this remarkable resin is milk,  or perhaps beer ! ! !  The o ld masters 

had a wide choice of solvents for it as a ls o  ourse lves . 

There is one thing I must emphasise for your guidance. 

When purchasing your Gamboge, make sure you get the pure long 

pines ; do not a ccept powdered Gamboge at a cheap pri ce , for the 

fol lowing reason : Many pen friends from many countries have 

wri tten me with problems concerning the compounding of this varn­

ish,  many of them advi sing me that the price of Gamboge is less 

than half of wha t  pay for i t .  

Most of this  "Powdered Gamboge" has been adu lterated with 

colophony and other materi a l s ,  and it is most fatal to use this 

cheap materia l  if you are aining at making a prime qua lity c loak 

for your vio lins . 

We l l ,  I think this is a l l  for now Gunner, except to say 

that a young friend of mine recent ly returned from Sweden with 

his Swedish bride,  and we were working at the task of wri ting 

this  letter you in your own language , but we got into difficu­

lties and at at las t I was forced to use Eng lish;  perhaps this 

wi l l  not worry you unduly, as your letters to me in this lang­

uage are exce l lent . 

Wishing you Vio linmakers regard s ,  and again 
thanking you for your high comp liments . 

Your sincere friend , 

Ced . 



A D D E N D A  

have received many interesting letters and inquiries 

from the readers of  the Journa l ,  indicating their impatience 

concerning the art i c le to appear in the pages of  same giving 

fu l l  detai ls  regarding the manufacture and app lication of Gam­

bogin Varnish.  

Some of  these communications indi cate that d i fficu lties 

have arisen re the drying, appl ication and compound ing of the 

varnish. 

In thi s  connect ion , s ome readers have erroneously  con­

c luded that the Journal  is at fau lt because the art i c le has 

not as yet appeared , and I wou ld l ike to s ay concerning thi s ,  

that the Journa l cannot print the article  unt i l  I have comp let­

ed it and sent i t  forward . The task I have set myself  in writ� 

ing on thi s  aspect, is not an easy one ,  as I mus t  try to fu l ly 

cover the subj e c t ,  in order that those who read it wi l l  fu lly 

understand what I have written ; I expect to comp lete the art­

i c le early this year. 

However ,  for the guidance of those who have asked spec-

ific questions , sha l l  here give some brief notes : 

( 1) To impart to the varnish quick drying properties , make up 

s ome varnish with the gamboge resin, p lus the copper pow­

der ( for light red ) with 5% of oxidised linseed oi l ,  and 

reduce if necessary with recti fied turpentine to brushing 

cons is tency. 

(2) Prepare some gambogin varnish (j ust a sma l l  amount ) of 

very thin  consi stency , and add some powdered Magnes ium. 

Leave this in a test tube ( 6 "  x 1 " )  then add a few drops 

of  water, stir thi s  each day, adding a few drops of water 

unt i l  the colour is dark red , and then add some of  this 

to the copper induced varnish;  it wi l l  strenghten the col­

our, and acce lerate the drying. Thi s  thin t inting varnish 

and dryer can be made a lso  by immersing the test tube in a 

florence f lask ( 500 c c )  and reacting it at 100 degrees 

Cent . When the compound acquires a deep red co lour, it is 

of  course ready for use . 

( 3 )  Mr. Knight of Ca li fornia has asked the reason why the var­

nish wrinkles a fter it has been laid on the instrument and 

then p laced in the sun . Without knowing exactly the case 

here , I can Sum up thi s  s i tuation thus :  On ly the priming 

coats of Gambogin varnish should be exposed to the sun imm­

ediate ly a fter application . The fini shing coats should be 

a l lowed at least 48 hours before exposure to direct sun l ight 

What happens is thi s  - the varnish becomes "surface dry" i f  

exposed too soon , with a thin dry skin o n  top o f  the under­

lying liquid s tate , and of course there exists at this t ime 
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two d.i fferent co-efficients - the answer is of  course , s low 

oxidation . When the pe l l i c l e  has achieved a "dry to the 

touch" s tate , it can then be left in the sun for months 

without fear of wrinkling, in fact , the longer the better 

for tone . 

The priming coats , which cons ist of Gamboge Resin ,  Recti­

fied Turpentine , and Linseed Oi l ,  are litera l ly swamped on to 

the raw wood whi le very hot , in order to make sure that penetra­

tion of the fibres are as deep as possible ( I do not agree that 

the surface should be sea led before varnishing ) .  The instrument 

being treated is p laced in the sun ( a s  hot a day as possible)  

for many hours , and then impregnated with a s o lution of  the above 

mixture straight from the water bath at 100 deg.  Cent . and imm­

ed iately returned to the d irect heat of the sun every day for a 

week - it wi l l  be observed at the termination of this period. 

that the violin so  treated wi l l  have lost considerable weight ! ! !  

i t  wou ld be logical  to assume that the process would increase the 

weight - I have not as yet determined the reason for thi s  phenom­

enon , it cannot be due to loss of moisture , because , remember 

that the instrument has been in the hot sun for many hours prior 

to priming whi ch wi l l  drive off any absorbed mois ture . 

This  extreme lightness of the ins trument a fter varnishing 

( priming) seems to me to be one of the important factors in tona l 

evo luti on . When the violin being treated is handled after treat­

men t ,  it appears to be very light and rigid ; it is thi s  lightness 

and rigidity whi ch is ( or appears to be ) responsible for the pow­

er the ins trument deve lopes .  My instruments , a fter comp letion, 

even though they are finished with plenty of  wood remaining in 

thicknesses , wei gh as little as nine and a half ounces . 

The backs , genera l ly ,  are in the region of :  Centre - 5/32-
flanges - 1/16 fu l l .  

The tab les , "5/40" = 1/8 " .  f langes ,  4/40" 3/32" .  

These dimens i ons , you wi l l  agree ,  are quite generous when 

one is using map le of heavy density ( about 84 gra ins for the stan­

dard samp le ) .  The weight i s  taken with the vio l in comp lete except 

for a l l  externa l fittings ( the sound post is included ) .  

The fact that a priming mixture as above , we l l  worked into 

the wood prior to varnishing , renders the entire unit to  a maximum 

rigidness , becomes apparent after severa l weeks of sun drying , the 

instrument acquires from this treatment,  a tightness whi ch the 

sci ence boys nominate as "resi stance" and it is my be lief  that 

thi s  factor is s ixty per cent of the art of estab lishing a power­

fu l lush vo lume in thi s  mus ical  instrument .  After many weeks of  

wai ting , the ins trument being treated , is then fitted up with 

finger board , strings , etc .  and the sound holes are then cut whi le 

the violin is strung up and being p layed ( a  strange procedure , you 

say - try it with your next vio l in and listen to your creation 

gradually  evolve into a powerfu l sonorous entity ) .  



At firs t ,  when a l l  that has been done in this direction i s  

the boring of the four holes to represent the termination of  the 

two FF holes , the tone is most interest ing , resembling a muted 

' ce l lo .  As  you proceed ( carefu lly ) to remove more and more wood 

your amazement wi l l  be unbounded at the many tone co lours you 

wi l l  hear during thi s  procedure , and a great reve lation of conc­

i ous understanding wi l l  become man i fest to you in the rea lm of 

aco'.1stics of  th is sma l l  and beautifu l  thing , the violin ! ! !  

During thi s  operation ,  you wi l l  find yourself listening 

to, one moment , the sound of  the viola ,  then the ' ce l lo ,  then 

back again to the viola - it  is one of  the most reward ing exer­

cises in this pecu liar art , and must be done with much playing 

between each sma l l  piece of pine removed , unt i l  at last,  your 
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FF holes are finished ( narrow at first ) and then gradua l ly 

widened - by using thi s  method you wi l l  have the ines timable 

pleasure of actua l ly "hearing " your instrument being born and 

gathering strength as you proceed - in the who le of the art , I 

have found no experience to equal  this one . 

I hope these short notes wi l l  be of use unti l I have com­

pleted my article  on varnishing , and I wish you a l l  the best of 

luck. 

Have inc luded some i l lustrations re my method of  cutting 
the FF holes . 

Yours fraterna l ly ,  

Ced We I s  tead 
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