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EDITORIAL 

The Violin Makers Association, at their meeting held on March 9th in Vancouver, B. C., decided that the time 

had come to have an Editorial Board to publish the Joulllal. At this meeting the following were elected to the Board: 

C. Cooper, as Editor 

R. Helin, Chairman of the Board 

Alan Gough, Secretary 

P. Svindsay and Rev. George R. Wright, as Members. 

The Board reviewed the activities of the J OUllla 1 and considered the purposes of the J o Ulll a 1. The Board wishes to 

express its thanks to those who have so generously contributed articles, drawings, pictures and plans of violins for publica

tion. They also wish to express their appreciation to those who support the Joulllal in the form of advertising and financial 

support. We also wish to ask the indulgence of our readers for our delays in not replying promptly to their letters. The 

death of our former Editor, Don White, caught us somewhat unawares and we were delayed in the publication and found 

it necessary to reorganize. 

We will also be delayed in supplying back numbers of the J oumal, particularly of the earlier issues. Most of these, 

unfortunately, are out of print and we propose to make a reprint. We, of course, will make an announcement in the 

Journal when these reprints are made so that our readers may then procure copies of them if they wish. Those members who 

have previously requested back numbers can gently remind us that their order was not filled. We are presently giving some 

thought to printing a yearly bound copy of the back issues. We also propose to prepare a comprehensive index by subjects 

and authors of all articles in the Journals to date. Both of these ambitious projects, particularly the latter, may be held up 

partly due to the financial situation. Our thinking on the matter of a comprehensive index is to enable our readers to have 

a useful source of information and at the same time be able to compare all the writin�s. 

The present day violin makers can contribute much to the Journal, and likewise can benefit from the ideas of other 

contributors on all the problems of violin making. We propose to keep the Journal as a logical medium in which such ideas 
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can be expounded and compared. At the same time, the Journal can serve as a Roster of our present-day makers and 

for those who contribute articles. The Journal will be a record of the expression of their thoughts and experiences in 

violin making. 

In this issue of the Journal, we have two very interesting articles on experiments in violin making. Mr. Harold 

Briggs recounts his experiences on his experiments with Longitudinal bars and Mr. Cid Welstead has produced numerous 

suggestions of modification of the central vibrating area of the top. These articles show a diverse interest in new dis

coveries and our readers may wish to express their opinions on these matters. Mr. Welstead has also contributed some 

very learned and practical tips on varnish and Mr. Wake appropriately gives his discussion on varnishes in his article 

"Getting In The Act". It is pleasing to note that there is such modern thinking on varnishes and a common-sense 

approach is noted. 

As the result of Carleen Hutching's article in the " Scientific American" in which she suggests other viola sizes 

than those to which we have been accustomed, has created an interest in the vertical viola and the " tenorin". We have 

notes of one such instrument in the article by George Friess, together with Mrs. Sackrison's letter of appreciation at being 

able to find one in the "Cremona of the North". We wonder if our readers have had any experience with this other size of 

instrument and if they have developed any working drawings which might be available. We would like to hear from those 

who have tried different sized instruments and receive articles from them with their impressions and drawings. 

It may be that our readers are not too interested in the above mentioned instruments, but would like to have 

articles on other good violin makers and drawings of the instruments of these makers. For example, we do not hear much 

about the instruments of the Venetian School, such as Montagana, De Conte, and others. We would be interested in 

knowing if drawings of some of these other makers are available, and if our readers can obtain them. In this way the 

whole scheme of violin making can be broadened and we would then have a better basis of comparison. We hope our 

readers can help us here. 

Our Editorial Board looks forward to publishing a Journal which our readers can enjoy and at the same time feel 

that they have a useful document in their hands to which they may refer from time to time in solving their violin making 

problems. We trust that our readers will propound their problems so that we may publish them in the Journal, so that all 

may benefit in their replies. 

PRESENT DAY VIOLIN MAKERS 

by Clarence Cooper 

The Executive Committee of the Violin Makers 

Association decided the front cover of the Joumal should 

have on it a picture of a present day violin maker, to

gether with an article on one of his instruments. We felt 

that the Rev. Geo. R. Wright, of 4163 Sophia Street, 

Vancouver, B. C., should be our first, in view of the 

fact that he founded this Association. You will remem

ber that there .was a report on Rev. Wright about 3 years 

ago in the Journal and one in the Strad Magazine also, of 

January, 1958. 

We therefore contacted Rev. Wright and took a 

few pictures of him in his work-shop, which is in a corner 

of the Boys' Clubroom, on the bottom floor of his church. 

We took a few also in his office, where a number of his 

violins, violas and a cello decorate the walls. 

Rev. Wright was born at Dresden, Ontario, in 

1884. His father was Irish and his mother English_ 

While he was quite young his family moved to 

Michigan, U. S. A., and again, a short time later, 

they moved to North Dakota. He was at this time 3 years 

old. His father homesteaded here and grew wheat. Then, 

on account of the illness of one of his sisters, the family 

moved to Penhold, Alberta, Canada, when he was about 8. 

It was there, on the homestead (12 miles south of Red Deer, 

Alberta and 6 miles east of Penhold) that at the age of 12 

he carved out his first violin and learned to play on it. Also, 

a year later, he made his second one, which was much bet

ter. So by the time he was 16 he had learned practically 

all of the old dance tunes and was, therefore, in much 

demand at the barn dances and country hoe-downs. Also by 

that time he had obtained a mandolin, a guitar and a banjo 

and had learned to play them also. 

We asked Rev. Wright what he did about schooling. 

He said: "The first few years we were in Alberta we only 

went to school during the summers, as the settlers were few 
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and a long way from the school. It was considered too 

difficult and dangerous for children to attend. Then, by 

the time I was 14, I had to stay home and work so for the 

most part my time between the ages of 14 and 21 was 

spent in the saddle." 

When he was 21 the family moved to British 

Colwnbia and he soon started out on his own. It was 

then that he realized he needed more education so he 

took an electrical engineering course from Scranton 

Schools. This took real plodding and he found that in 

order to keep up with his exams he had to study 2 hours 

every morning and 2 hours every night but he stuck to it, 

even while he worked in logging camp or construction 

jobs but it paid off in the end and he followed the electri

cal trade for several years, then went into the electrical 

contracting business. 

Rev. Wright said: "The first person I ever met 

that knew anything about violin making was in the logg

ing camp at N�rth Vancouver in 1906 or 1907. He was a 

S.cotsman by the name of Jack McDonald. Jack had 

carved a violin out of yew wood and he was a good player 

too, so this was an inspiration to me. I always took a 

fiddle with me wherever I worked and soon found it drew 

many a repair job. So I picked up many a dollar repair

ing fiddles, guitars, mandolins, banjOS, cellos, and 

basses, so this was a good source of education to me." 

He married a lovely girl who was a piano teacher 

and a fine player so he inspired her to learn to play the 

violin. She took lessons from one Sidney Hellond, a 

noted musician in Vancouver fol' many years. 

When they lived at Sardis, B. C., he organized 

a Brass Band and he and his wife organized a stringed 

orchestra and he played in both for 4 years. T hen, 

while they lived at Abbotsford, B. C., he organized a 

Brass Band, of which all but three of the �embers were 

untrained. After 4 years practice the Band came into 

the Vancouver, B. C. Exhibition and took second prize 

and the judges said: "If they had had a French hom they 

would have taken first prize. " 

We also asked Rev. Wright about the Church he 

pastors and if they went in for music, other than organ or 

piano. His answer was: "Well, there again, my wife 

and I are the founders of Zion Tabernacle. It is a non

denominational Co=unity Church and my son, Wendell, 

and his wife are my co-Pastors. They are both musical 

and we have an orchestra of about 20 pieces. My son 

is a good song leader and teacher of trwnpet and French 

hom and I play the cello in it. " 

Rev. Wright has carried on a lot of experimental 

work with violins, as you will have noticed in his article 

in the August 'ssue of the Journal, page 17. And has made 

some worthwhile discoveries. 

We have asked him to give us his findings on one of 

his violins which he has named " Black Diamond". It is a 

very beautiful violin and he has done a lot of extra work on 

it. It also won a First Prize at the P. N. E. in the Art class. 

Although Rev. W right was a ware that according to 

all acoustical laws, the most resonant wood is best for violin 

wood, yet he dares to leave the well-beaten paths and take a 

chance on something new. He fell in love with some wood 

he saw in a gift shop window and in about 6 months was able 

to buy a block, out of which he made the back, neck, ribs, 

finger-board and tailpiece. It is a hard mahogany from the 

South Phillipines. It is a mixture of jet black with rich brown 

streaks through it and it is harder than ebony. Not until he 

had the back cut out of the block did he realize the problem 

he was confronted with: i. e., it had no resonance whatever. 

There was no more tap-tone than if it had been a sheet of 

lead. So, instead of giving up in despair he said to himself: 

"This is a chance to find out if this resonance idea is O. K. 

or not," so he went ahead with another experiment. 

Because of the hardness of the wood he decided to 

make the back 8/64" instead of 10/64". He was puzzled to 

know what to use for the belly so he made up 3 different 

kinds of B. C. spruce. Then, after discussing the matter 

with several of the other violin makers, he decided to use 

the softest and lightest one of the three and it turned out 

first class. It has a powerful voice and, Rev. Wright says, it 

has the knack of liberating its voice better than any of his 

violins. All the boys who have played on it say the same 

thing and several professionals have played on it. 

Therefore, Rev. Wright is convinced that resonance is not 

as important as a lot of people think. 

I would like to point out some of the details of this 

violin because Rev. Wright has done a lot of extra work on 

it, such as hand-made purfling from Hollywood, white as 

ivory. This is in the back; also, along each edge of the 

finger-board and around the scroll, which greatly compli

ments the black wood. 

It has an unusual scroll. It is round, like a ball, 

with an ivory eye in each side. He made the pegs of Alaskan 

Mastodon Ivory and they are set with 4 Alaskan Black Dia

monds set in gold. Rev. Wright also made a bow to match, 

from the same wood, laminated, with a holly wood strip 

running clear through. He also carved the fro g out of the 
ivory. The bow, as well as the violin, is a work of art. 

When I asked Rev. Wright what price he had set on 

this violin, he replied: "It is not for sale. I want to leave 

it in the fanily." But a thousand dollars would not even 

tempt him. 

This is the violin Rev. Wright is holding in the picture 

and the several pictures show it from different angles. 
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When Rev. Wright was asked what kind of a 

label he used in his violin he said: "In view of the 

fact that I was experimenting, I had not settled on a 

proper label." However, he has a mark of distinction that 

he has used for several years. It is his 3" initials, carved 

into the heel of the scroll. (See same in picture. ) 

Rev. G. R. Wright's "Black Diamond" violin. The top is B. C. spruce wide grain, back, neck and ribs, fingerboard and 
tailpiece of Camagong mahogany. The ribs are two tone sap and heartwood well matched. The instrument is not varnished 

but just oiled and hand polished. 

Reverend George Wright at his work bench. Notice his 

stock of old seasoned wood, some of which has seasoned 

for 40 and 50 years. Note his home made electric bend-

ing iron at his left. He has made many of his own tools. 

Front Cover Picture 

Rev. George Wright and his violins in his office. He is 

holding "Black Diamond' • 
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THE NEW EDITOR 

by Ragnar Helin, 

President 

Our new Editor of the Journal, Clarence Cooper, is 

the second person to hold this position. 

Clarence was born at Stratford, Ontario, on 

August 2, 1909, of English parents. During his early 

life he attended Shakespeare Public School in Stratford 

and then the Collegiate Institute there. In 1928 he 

entered the University of Toronto as a student in the 

Faculty of Forestry and graduated in forestry in 1932. He 

spent a year as a student in a law firm in Stratford and 

then attended Osgood Hall, Toronto, to study law. 

On completion of the study of law at Osgood Hall 

he was called to the Bar in 19 36. He practised law in 

Toronto until" 1948. From 1944 to 1948 he served as the 

Secretary-Treasurer of the Canadian Society of Forest 

Engineers (which is now the Canadian Institute ?f 

Forestry). 

In 1948 he wound up his affairs in Ontario to come 

out to British Columbia. He was called to the Bar of the 

Supreme Court of B. C. in 1950 and in January, 1953, he 

was registered as a professional forester. In 1949 he joined 

the Provincial Forest Service at Victoria as Forest Counsel 

and presently holds that position. 

As a lawyer, Clarence is still a member of the Bar 

of Ontario as well as of the Bar of British Columbia. He 

is also a member of the Canadian Bar Association and the 

International Commission of Jurists. As a forester, he is 

a member of the Association of Registered Foresters of 

B. C., a member of the Canadian Institute of Forestry, 

and of the Commonwealth Forestry Association. Incid

entally, Clarence is a boating enthusiast. He built his 

own cabin cruiser and is a member of the Royal Victoria 

Yacht Club. He is married and has two children; a son, 

Paul, aged 17, in Victoria, and a daughter Barbara, 23,  

w ho  i s  a student a t  London University, England. 
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Our Editor's interest in the violin began at the 

cradle. His father played the violin and had a keen 

interest in it so naturally his son's requests to study the 

instrument were met with favour. Clarence studied both 

violin playing and musical theory in Stratford and 

Toronto. He was a member of the Toronto.:.Parkdale 

Symphony Orchestra and is an accomplished player. 

His first interest in violin making was aroused 

when he visited George Heinl, in 1930, at his shop in 

Toronto. However, he was not able to do much about 

making violins until 1946 and since then, has made some 

16 instruments, including two violas. 

Clarence has written several articles for the J our

nal, mostly on the mathematical aspects of the violin. 

He is one of those fortunate persons who makes violins as 

a hobby. He spends considerable time studying out the 

problems of construction and relates these to the musical 

intervals based upon mathematics as they apply to the 

violin form. He has, of course, the advantage of a legal 

training to rely on in analyzing these problems and, as a 

forester, is able to apply his knowledge of the woods dur

ing construction. 

We can expect our Journal to reach greater heights 

of excellence in violin making under his guidance and to 

serve as an inspiration to our friends interested in violins. 

R. W. Helin, 

Geo. R. Wright 

* * * * * * * * 



CONTEST IN JUNE - NEW VERSUS OLD - THE VIOLIN AND 

GUITAR MAKERS A SSOCIATION OF ARlZONA 

Our old friend, Bob Wallace, of the Arizona Assoc

iation, has announced their proposed Old and New Violin 

Contest, to be held in June. This should prove to be a 

very interesting competition, as the subject of old versus 

new violin has been written in our Journal several times. 

We hope that our friend Bob will report the full particulars 

of the results of this comp etition as they will serve to be 

useful statistics on this knotty problem. No matter what 

the results are, we are sure that it will inspire all of us to 

a finer degree of workmanship to either hold or gain 

supremacy. Bob Wallace gives us an account of the pro

posed contest in his own words, in which he sets out his 

notice as follows: 

NOTICE 

JUNE CONTEST, VIOLINS NEW VIA OLD 

We will try and hold this contest on the 2nd or 

3rd Sunday in JWle. 

There will also be a contest of new violins, violas, 

cellos, and guitars. This will be taken from the score of 

new instrUll1ents only, and will be scored on 3 points -

tone, workmanship and varnish, 100 points each or less. 

We will give certificates to all winners, with 

added most beautiful violins and viola. I plan on enter

ing an inlaid violin. 

As there are many with the opinion that new vio

lins sound good only for a short time, we are going to 
have a contest of champions. That means it is open to 

any violin made by a living maker, and all the violins 

that have entered in past years and won first or grand 

awards may be entered. 

I have received many suggestions on how to run 

the contest and changes that should be made. I appre

ciate them all. and we will act on all we possibly can in 

this old via new contest. 

We may try and let Prof. Dresskell, our Judge, 

play and judge all points and of course the old violins 

will be judged on tone alone. The varnish and. workman

ship on most old violins will not compare with modern 

day violins. Don't let anyone fool you into believing 

that modern makers violins are not made and varnished 

just as beautifully as Strad, Guar, or anyone else's. 

Many old ones have a coat for varnish, some have 

scratches and damaged and repairs and so on. 

I would like to give a violin a number when it is 

handed to the judge and have the number on a large black 

board, with places to score tone, varnish, and workmanship 
and let the judge write his score on the blackboard. No one's 

name will be written on the board, only on a paper for offi

cial records. 

Now another suggestion that has been talked to me 

many times and that is: we should charge a small entrance 

fee, say $2. 00 a violin, and offer to pay our judges for their 

hard day's work. I am all for it myself, and I think the 

amount of $2. 00 is not too much. L et me hear from all you 

fellows. Now of course there will be no fee for old violins, 

an old violin is one m ade before 1900. 

We had one man last June, Mr. S talcup, age 90, who 

entered an old violin made before 1900 and one made re

cently. How's that] 

Now for this grand champion-violin contest of course 

that has entered and won before, let us see everyone send their 

grand award violins back for a great contest. L et's see the 

violins b ack of such winners as Mr. Sangster, Harvath, W al<e, 

C arman White, Lothar Micrel and his father. Geo. Scott, Dale 

Stevens, Fred Craig, S am Daniels, Wm. Oskay and many 

others beside the Arizona makers, who have won high honours, 

Bob Wallace Sr. , Bob Wallace Jr. , Irvin Lunday,  Garland 

Green, Albert Wharton, Wm. Hood, Thompson, Eldon Haught 

and hope for many more famous makers like Herman Weaver, 

S teve Kaj awa, Mr. Palmer, Leonard Smith and many others 

will join in the truly sport of kings. 

We here in Arizona are working long and hard to build 

this into something great so you makers pitch in and help us to 

have larger and better contests. Your violins are graded a fair 

score and you get a free appraisal, only costs you shipping and 

entrance fee of $2. 00. 

All that possibly can are cordially i nvited to attend the 

contest. My home is open to all comers. You will be welcome 

and fed here with real pleasure. We always have a big get to

gether Saturday night before the contest at my house or Mr. 

Lunday's. 

Put your violins in a case and pack the case in another 

box, wood if possible, and all who can ship Greyhound Bus, 

and those who can't ship railway express, as these are by far 

the safest way to ship. 

My son, Robert W. Wallace, has moved away to a job 

with Westinghouse in a new plant at Baltimore, Md. (Mr. 

Weaver's home town) so this year ship di:ect to me, Bob 

Wallace Sr. , 4 1 18 Mill St. , Miami, Arizona. I will pack and 

return your violins by express, collect. 
Bob Wallace. 
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CREMONA OF THE NORTH AND THE VERTICAL VIOLA 

In the November 1962 issue of the Scientific 
American there appeared an article entitled " The 
Physics of the Violin," by Carleen Hutchins. This 
very interesting article was the basis for considerable 
discussion at the January and February meeting of the 
Violin Makers' Association of British Columbia. 

Much credit is due Mrs. Hutchins and associates for 
the amount of work which they have done in their search 
for a better understanding of the acoustics of the violin. 
In her article Mrs. Hutchins suggests the addition of four 
new members to the Violin Family; a Bass of larger dim
ensions, a Celio, a Viola, and a smaller Treble Violin. 

This naturally raises the question as to how these 
extra instruments would fit into the concert orchestra 
of today. Would new music have to be written? Would 
new playing t'echniques have to be developed? I am 
thinking of the larger Bass and the difficulty in fingering 
such a large instrument. Today there are more three
quarter size Basses in orchestras than full sized ones. 

Then there is the vertical Viola. There aren't 
many of these around anymore, yet there are still those 
who believe that the large-bodied instrument is the true 
Viola. I am one of those. Until recently I had one of 
them in my possession for many years. The body length 
is 21 inches with a string stop of 19 1/2 inches. Would 
this be the size that Mrs. Hutchins has in mind? 

I would be glad to see a reprint of "The Physics 
of the Violin" appear in this Journal, and a lot of dis
cussion on Basses and Violas. This is a subject that has 
hardly been mentioned so far. The player'S point of view 
would be very welcome, I'm sure. 

Best wishes to Carleen Hutchins and the members 
of the Catgut Acoustic Society. Let us hear more of your 
experiments. 

George Friess 
27 24 Yale Street 
Vancouver 6, B. C. 
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Dear Mr. Helin and members of the Violin Makers 
Association: 

Thank you -- Thank you -- Thank you. The week 

end that my husband and I spent in Vancouver two weeks 

ago was one of the nicest times of our life, and much of 

its success was due to the cordial and enthusiastic welcome 

that you gave to me and to my vertical viola. You will be 

happy to know that on the Sunday after the meeting I went 

to Mr. Friess' home and found that his vertical viola made 

by Parramon was just exactly what I had been hoping to 

OWll. It was 21 inches long which I had decided would be 

almost the ideal (as nearly as I could decide from my per-

sonal investigation) size for the vertical viola. I am still 

in the process of finding strings for the instrument so that 

I haven't really been able to play it yet. 

It still seems like a dream that I could come to 

Vancouver and in one weekend find the instrument that I 

had thought would take me at least a year to procure. 

That Cremona of the North has everything. I am looking 

forward to reading your magazine from now on, and I hope 

that one of these days I will see you all again when you 

can hear my dream viola. 

True Sackrison, 

Route 2, Box 3508 

Olympia, Washington 



FOR SALE 

VIOLIN REPAIR SHOP 
E s t a t e  o f  t h e  l at e  

C O STA H OU NTA SI S 
(The well known Boston Vi olin Maker) 

ESTABL ISHED LOC AT ION 35 years. 

( D i e d  O ct .  1 5 , 1 9 6 2) 

2nd FLOOR WINDOWS OVERLOOKING SYMPHONY HALL. COMPLETELY EQUIPPED; HAND AND POWER TOOLS; 

FIXTURES; STOC K OF VIOLIN WOODS; REPAIR PARTS; SUPPLIES. ONLY COMPETENT REPAIRMAN CONSIDERED. 

Write: M. MAURICE, 38 W. NEWTON ST. 

BOSTON 18, MASS., USA 

T W O  

VALUABLE VIOII N S 
FOR QUIC K  SALE 

I h a v e t w o  v e r y  v a l u ab l e  " O l d "  V i ol in s  f o r  S a l e  at l e s s  t h a n  a c t u a l  v a l u e: 

1. J. B. !WANT 

2. VIOLIN BY DeBRAZY 

PRICE $400. 00 

PRICE $ 100. 00 

CONT ACT: J. A. ROWAN 

V I O L IN - M A K  IN G ! 

a f a s c i n a t i n g  a n d  r e w a r d i n g  h ob b y ! 

* * * * * 

Write for free catalogue of wood, tools, and 

accessories. 

FRED H. ARTINDALE 

Violin Maker and Repairer 

1243 Palm Street San Luis Obispo, Calif. U. S. A. 

P. O. BOX 895 

EDSON , ALBERTA, 

C AN A D A . 

N ow Available 

14" Strad Model inside mold, together with metal 

'Half Outline' patterns and set of 'U' clamps. Or 

will make to your outline pattern. 

"Luthier" - 1461 Rosecrans, San Diego, California, 

U. S. A. 



By #.5.101l<£.. 

Occasionally we come across a 'cello having the 

tailpin hole badly out of shape; usually this has been 

caused by someone filing the hole to fit a new tailpin 

socket: To file a tapered hole, even by an expert is very 

difficult, and when done by the average person usually 

results in a hole shaped something like an hourglass as 

indicated by dotted lines at A fig. 2; this can cause all 

kinds of complications. 

Now to rebush the tailpin hole of a 'cello is 

quite a job,  an
'
d requires special tools; these are expen

sive, especially the taper reamer; however, there is an 

alternate method of repair or correction that does not 

require a reamer; this method can be used in most cases 

when the top has been removed from the instrument. 

File a flat surface on the area near the hole on 

the block inside the 'cello; now cut a piece of maple or 

other hardwood 1/8" thick in the form of a washer about 

1 1/2" in diameter, and make the center hole of a size to 

fit snugly over the small end of the tailpin socket Fig. 1. 

At this point leave the hole small enough so that it will 

just go tightly on the end of the taper; it will be opened 

up later. On placing the end pin socket in the instrument 
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A 

B 
F".!..!3 2. 

it is most likely that a portion of it will proj ect inside 

beyond the block; maybe a quarter inch or perhaps less 

B Fig. 2; this being the case you can slip the hardwood 

washer over the proj ecting end; press the washer on and 

turn it at the same time, this will reveal the highspots 

in the hole of the washer which must be removed until 

you have a good fit and the washer lays flat on the inside 

face of the block that you prepared for it C Fig. 2. In 

the event that the taper socket does not proj ect beyond 

the face of the block on the inside, it may be 
'
necessary 

to cut a recess in the area of the hole in order to place 

the washer over the end of the socket. 

It remains now only to glue the washer in place 

on the inside face of the block; brush some oot glue on 

the underside of the washer and on the block adj acent to 

the hole, push the socket in place and slip the washer over 

the end on the inside, put on a suitable clamp to secure 

the washer in correct position and then remove the socket 

from the instrument; leave overnight to set. 

H. S. W. 3/7/63 



I TERNA I 
HEADQUARTERS FOR VIOLIN SUPPLIES 

Vio l i n  Wood at Big Savings. Seasoned Spruce Tops-One and 
Two Pi ece Quarter Sowed Maple for Bocks. Very Select Qual ity 

Ebony F i nger Boards, Pegs, etc. Our Assortment of Vio lin Supplies 
is Complete. Savings are Tremendous. Write for Price list 

LUIGI NICOSECO OIL VARNISH - THE WORLDS FINEST 

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

the world for its Superior Excellence. Never Smears-never Checks-imparts a most 
Distinctive Finish to your Violin. Dr ie s  in one day. 

NOTE THESE LOW PRICES FOR SUCH SUPERB QUALITY 

Neutral or Any Color Desired: Per Pint - $3.50, 2 Oz. Bottle - 80c 
1 Doz. Assorted 2 Oz. Bott les - $8.00. Prices F.O.B.  Ba ltimore, Md. 

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

N EW "BOW-HAIR" S ENSATION - Have you t roub le in getting good 
Bow Hair and paying exhorbitant prices? If so, t ry our Chieftain 
White Nylon Bow Hair - a 1960 reve lation.  

Our "CH I E FTA I N  WHITE NYLON BOW H A I R" is  stronger than the 
old type horse ha i r  and is h i g h ly praised by al l vio l i n makers and 
viol inists who use it .  

Per Pound, Honk - $20.00 Y2 Pound - - $10. 50 
Per Doz. Units - - - $ 5 . 00 Per G ross - $48.00 

Postage Extra 

INTERNATIONAL VIOLIN COMPANY 

414 East Baltim:lre St., Baltimore 2, Maryland, U.S.A. 

ITALIAN VIOLI N 5 - VIOLAS 
M A R L IN B R INSE R 

y 

F O R E M OST IM P O R T E R  O F  I T A L IA N VIO L INS - T H E W O R L D 'S B EST 

P R E F E R R E D  B Y  P R O F ESS I O N A L S  EVE R Y W H E R E ! 

A l so a f u l l  l in e  of a l l  kin d s a n d  q u a l i ti e s o f  C ASES a t  L o w e st P ri c e s. 

MARLIN BRINSER 6 4 3  S t uy v e sa n t  A v e . , Ir v i n g t o n ,  N .  J .  

BOOI(S 

AND OTHE R ITEMS OF MUSICAL INTEREST. 

VIOLIN MAKERS - SOMETHING NEW 

FOSSIL WOOD 
RARE, SCARCE AND OUT -OF - PRINT. 

FREE CATALOGUE. 

* * * * * 

2901 18th St. , N. W. Wa shington 9, D. C. 

Allow you rse l f  the p l easure of owning an instrument with power, 

refinement and nobility of tone. Try our Patent Fossil Wood. 
Why not enjoy making a Genuine 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 



THE FAMOUS VINCENZO SEVASTA VARNISH 
T ime tested and proven since 19 16, and now supplied by us to 

Leading Master Violin Makers all over the world. A lso used 

exclusively on our own Weaver "Master Tone" Violins. 

COM P LE TE T RA NS PA RE N CY - F I NE E LASTI C S O L I DI TY 

Offers the most wonderful rubbing finish after seven days drying. 

Produces that strong, mellow tone. A trial will convince you. 

Colors: Yellow, Brown, and Red. We also supply Fillers, Stains, 

and coloring extracts. Triple distilled Venetian Turps. Fine quality 

Genuine Ox-hair Varnish B rushes, 1/ 2, 3/ 4, and one inch. 

Write for Prices, Particulars, or Advice to: 

Herman Weaver Univenal Viol i n Varnjs b Specialist 
4 110 Belle Ave., Baltimore 15, Md., U. S.A. 

Master Violin Makers Since 1898 

Sensational New Bend i ng I ron 

DESIGNED BY AN 
ENGINEER-VIOLIN 
MAKER. 
(Patents applied for. ) 

INEXPENSIVE 600 WATT HOUSEHOLD ELECTRIC -ELEMENT IS EASILY 
REPLACED. IRON CAN BE QUICKLY ADJUSTED EVEN WH ILE HOT. 
YOU JUST CAN'T BREAK OR BURN THE WOOD WHEN USING THE 
'LUTHIER'. WILL BEND THE 'Cs' AS FAST AS 'ONE, TWO, THREE'. 

COMPLETELY 
ADJUST ABLE FOR 
BEND ING 'e' RIDS 
OF A NY  SflE FROM 
HA LF SflE V IO LIN 
TO FULL SflE 
VIOLA. 
PRICE: $39. 50 

H A R RY S. W A K E , LUTHIER LODGE, 1 4 6 1 R os e c r a n s  S t r e e t ,  S a n  D i e g o 6 ,  C a l i f o r n i a ,  U.S.A, 



A CELLO PLAYER'S DELIGHT 

by G. R. Wright 

I wasn't aware of the problem that confronts every 

cello player until a year ago, when I made my first one. 

I am now playing it in my Church orchestra. 

T hat is the problem - keeping the bottom end pin 
from slipping all over the place while playing. 

I have noticed the many kinds of gadgets they use 

to keep it fixed in one place but all I have seen appear to 

me to be insufficient for the job. 

Whether we use the sharp spike, or the rubber ball 

on the tip of the pin, it is an aggravating problem. So 

why not wake up like I did and save money too, by 

C ellu restmg in 3 inch rubber Suction cup. Also a 

3 1/2 inch plumber's plunger. 
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purchasing a 3-inch rubber suction cup for 29¢, dab it on 

the hardwood polished floor, or on tile or carpet, and 

your problem is solved and you have saved money too. 

If it slides a bit, on a polished and waxed floor, 

just lean your weight on it while you are setting it and it 

will grab a stronger bite. 

If you have lost the rubber ball off the end pin, 

just use the cup as it is. But if you want to keep the 

rubber ball on, you will have to carve out the neck to be 

large enough to take the ball. 

It sounds crazy but try it and see for yourself. 

(Only 29¢) ! 

Close-up of cello, end-pin resting in suction cup. 



AN EXPERIM.ENT TO IMPROVE THE VOLUME OUTPUT OF 

THE VIOLIN 

by Cid Welstead 

For almost a hundred years, violin makers all over the 

world, amateur and professional, have endeavoured to repro

duce the varnish and the tonal values evolved by the old 

Italian instruments. 

It is my belief that in a good measure these aims 

have been achieved, particularly insofar as tone and power 

are concerned; the varnish controversy still rages on, but 

may be laid to rest in the near future. 

In the Nov/Dec issue of the Journal, a violin made by 

our popular editor Don White incorporating a modern inovation, 

was judged to have excellent tone. Don gave details of this 

departure from standard practice, and after digesting the in

formation concerning this instrument, I gave the matter some 

considerable thought which has culminated in what I hope will 

be considered as a move in the right direction, and it is this: 

I invite all members to take part in what I shall term a 

"mass experiment" for I propose to extend the ideas as put for

ward by Arthur T. Walker, and carried out by Don White. 

It is my intention to extend this theory to the limits 

of its implications, and invite the interested members to 

participate in an all embracing experiment in an effort to 

supersede the Majesty of all the relics from Cremona. 

Mr. Walker has indicated a very cardinal factor in 

his observation that possibly the major amplification of the 

vibrations of the strings occurs in and along the narrow strip 

of pinewood which runs between the inward curve of the 

sound holes, and terminating at each end of the diaphragm, 

an area of approximately 21. 0 sq. ins. - this refers to 
violins constructed according to standard and accepted prac

tice, having the usual type of sound roles (this of course 

embraces all the old and modern instruments of approved 

design) Fig. 1 .  

I request that all interested members study this 

modern conception of an absolute departure from this pre

established dimension, and appreciate that this mass pro

ject is what it purports to be - an experiment to improve 

the volume output of the violin witrout infringing. too much 

on that which is aesthetic in the lines of the standard instru

ment. 

The object is to try and double the area of this 

central strip (or as near as possibly so) with the end in view 

of vastly increasing the volume of sound emitted. 
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My illustrations are to be regarded as the basic 

idea only, and each participant incorporating his own 

interpretations of the basic idea, as each variation will 

prove or disprove some aspect of the case; I suggest that 

each maker who becomes interested in the project will 

vary my basic plan in every possible way, for instance, 

my own instniment is being constructed exactly to the 

design in the illustrations submitted herein, but the idea 

could be tried with a standard type of bass bar in the 

usual position, and of course the same law controlling the 

placement of the sound post, and using a standard type of 

bridge. 

Out of all this may emerge the answer to what we 
are searching for - an instrument capable of transcending 
all the Cremonese miracles that ever happened, and if so 
all arguments over many years will be voided - if not, we 
shall have at least tried something different in an effort to 
give to the king of instruments a more powerful voice, and 
if we jointly succeed, then the high and mighty virtuosi 
must perforce dethrone old Strad. and bow their heads to 
the modern Artisan, for I insist that only by demonstration 
can man prove anything - not by weighty words and point
less argument. 

Most Modern violin makers have during their pro

ductive years created at least one instrument with a strong 

and sonorous voice, but not one of us in doing so could 

command the attention of a world celebrity violinist, 

neither could we possibly receive a monetary reward 

commensurate with its value! ! ! 

It is possible that if this experiment kindles some 

interest in the minds of the members, that in addition to 

imparting to the violin a stronger voice, we may also 

create a different and more interesting range of sounds 

which could have almost limitless implications when re

designing the viola and 'cello. 

My arrangement of the sound holes illustrated in 

this article, are at this stage merely suggestive of the 

many possible variations during this venture, and it will 

be a very interesting exercise a way from pre-established 

concepts and standard design - lets face it - when are we 

getting to year after year; what are we really trying to 

prove, and to whom? ourselves, the world of music, the 

few ruling monarchs of the violin trade who" certificate" 

the old instruments, and inflate the cash values beyond all 



proportion to the primary function of a violin - tone and 

volum e ?  

For my part, I have proved that my own violins 

can stand up to any thrashing that Isaac Stem could impose 

upon it, and that any symphony orchestra could be domin 

ated in any performance of any Concerto for violin and 

orchestra by its inclusion in the performance - so what ? I 

have only proved it to Myself, which means precisely 

nothing in the world of music, and all we makers ask is 

a littL measure of recognition for our de totion to this 

peculiar art. (My apologies if this sounds or appears like 

self recommendation, but I insist on being forthright, 

because I deal in facts) and I am prepared to support any 

claim I make with action, but who will take up the 

challenge ? However, let us get on with the job of not 

continually trying to reproduce the masterpieces of 

Cremona, for this has already been accomplished, but 

rather let us get on with the job of surpassing them ! ! ! 

In co�ection with this experiment, I find it 

necessary to comment on the remarks of Mr. Walker who 

really started the ball rolling. His assertion that tone and 

volume are lost by cutting through the reeds of the p ine at 

each end of .J;he plate, I consider to be erroneous for the 

following reasons: I believe that in these zones (where 

ever the continuity of grain has been interrupted) occurs 

the multiple partials and harmonics of the violin which 

augment and strengthen each other, and which imparts 

to the instrument the tone colours p eculiar to the violin, 

and which separate it from every other musical instru

ment; further to this, I agree in great measure with Don 

White when he states that the bottom diaphragm is merely 

a reflector, because the thicknessing of the back can be 

radically altered without changing the tonal constitution 

of any given instrument to any great degree (1 have est

ablished this beyond question) the miracle of sound 

emanating from a violin is entirely dependent upon 

the pine of the top diaphragm. the bass bar, the sound 

post, and lastly, the air space ! ! !  If you wish to prove 

this, then do as I did - take one of your best instruments 

and mutilate the back in any atrocious way you can -

thin it, thicken it by gluing on thick blocks of maple, 

gouge it into undulating furrows, leaving it perilously 

thin in some parts, thick in others - do what you may -

e xcept for complete mutilation, the instrument will 

still be tonally good, but, but, try any of these capers on 

the pine and you are really in trouble. 

In the shaping of the table to produce an agreeable 

arching, the structure of the wood is broken up into a 

million facets (for illustration, examine the facets of a 

well cut diamond, this will give the mental p icture I am 

trying to create). On the diamond we can count them, 

on a violin, even if we could expose each one and make 
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them visible , it would take a hundred years to count them, 

and more than this, every violin in creation is different 

in this particular, and it is the reason why it is impossible 

to make two instruments which could be said to be identi

.£&. - in the case of the diamond, the facets reflect light; 

with the violin, the quantity reflected is sound - in every 

direction, at random, all at once, ten Einsteins could not 

in ten lifetimes reduce these things to mathematical 

formulae ! ! !  (See F igure 2). 

All the foregoing facts indicate the importance of 

the arching of the top plate; it is of paramount importance. 

This is one of the known factors - for instance, if an 

instrument has the high arching of a Stainer model, then 

the tone is generally sonorous, but not powerful - power 

comes only when we scale down the arching to a flattish 

dimension, and if we exceed in flatness what appears to 

be an ideal arching, and make the model �flat, then 

power is lost in the other direction, because there are not 

enough facets; in the extremely high models there are too 

many. It would seem then, that we must settle for a 

happy medium insofar as arching is concerned; Strad did 

exactly this with results which need no explaining. 

If the tone of a violin depends on the interrUpted 

and unbroken continuity of the grain of the top plate, then 

we must be consistent and confer tonal supremacy on those 

factory made horrors which have been first thicknessed, 

and then pressed into shape by male and female dies plus 

steam. The argument speaks for itself. Now back to the 

experiment. 

If you study F igure 3 a general picture will form in 

your mind. My intention is to explore the possibility that 

by embracing more of the available width of the table, a 

greater amount of these facets will be put into direct 

vibration because these added areas will come under the 

direct influence of the bass bar and sound post. My re 

design of the bridge will be incorporated in this instru

ment, and in F igure 4, I illustrate the sound holes full 

size. There is practically no limits to the variations of 

this departure, and I wish every participant the best of 

luck, hoping that all efforts will be reported to Don, 

and the results written up in the Journal. 

In Figure 5 I illustrate a few of the possible ways 

in which the sound holes can be placed in the new instru

ment, and in Figure 6 is shown the full implication of the 

basic idea, with the central strip having a dimension of 

14. 0 ins. by 2. 5 ins. an area of 35. 0 ins. 

Yours sincerely, 

" C id Welstead" 
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THE LONGITUDINAL BRACE 

by Harold Briggs 

Have been doing some more experimenting with 
fiddle braces. I have been making a new top for one and 
put in another hollow brace j ust  as I described to you 
before and it turned out grand again, tho ' not quite as 
much power as No. 1. I made that second one 2 or 3 years 
ago and treated with propolis inside and out and liked the 
tone very much but the propolis caused a very clouded 
effect on a very lovely piece of wood so I scraped it all off. 
Discarded the top because of a knot in it. Now one or two 
could, just by accident turn out to be good, so I decided 
to try again, with the first fiddle I made. I have been ex
perimenting with it almost ever since I made it in 1936. 

Eventually I ruined the first top and had to make a new 
one which I made according to Porters instructions - com
pound curve, etc. and gave the top a coat of shellac 
(Porters instructions again), put the neck in with white, 
bond-fast glue and under the pull of the strings the neck 
joint is creeping so it has to be reset - also th� sb llac is 
coming up in blisters so has to be scraped off. D ecided to 
give the long brace a real test - if a hollow one is good, 
what size, etc. First a large one made of 4 strips of 

wood c:J top and bottom of spruce about 3/32 thick 

and sides of maple rib stuff - intemal size about 3/8 x 

5/8 with a sound hole 1/8 x 2 in center of top piece. 
This violin is one you pronounced one of my best but the 
big brace didn 't work - hollow tone and not much power. 
N ext I tried your solid brace and that made it better than 
it had ever been - next another hollow one, same as the 
first two and now it is much b etter than with the solid 
brace - right up along with the first two, and all three 
have the best response and most pleasing tone of any other 
violins I have ever tried. They all have different tone 
qualities but all are deep contralto on the lower strings 
with a bell or flute -like tone higher up. The first one 
wouldn 't work with a hollow post but the other two are 
best with hollow posts. You should really try these 
hollow posts, but not with the violins you made. I 
believe they work best with violins where the plates are 
a bit thicker than average and yours are mostly quite 
light. Try them on the first factory fiddle you get in to 
adjust. W e  heard a lot about the ''Hutchins ditch" a 
while ago, but believe me , the hollow post has a lot 
more effect and is lots less work. I have probably made 
50 to 100 of them of various sizes and those with 1/4 hole 
and very thin walls gave best results, but only in certain 
violins. It was because of my tests with these posts that 
I made the hollow brace with 1/4" hole thru. I was 
glad to note via the journal that you had a copy of 
Scientific American. That was a very interesting article 
by Mrs. H. The idea of tuning plates makes sense but 
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I can't try it because my ears are no longer good enough. 
You mentioned using propolis on the lovely fiddle shown in 
the Journal. You might be interested to hear that I have 
some that Sid Engen sent me. I triecl to dissolve it in wood 
alcohol as usual but it didn 't dissolve at all. After a few 
days I was able to crumble it up with a stick but the stick 
wasn 't even slightly colored. Mr. Lunday tells me he dis
solves the local stuff by boiling in linseed oil. 

* * * * * * * * 

When I wrote to tell YoLl. of my experiments with the 
hollow brace, I wasn't exn ecting to have you rip your best 
fiddle apart to try it - just wait till you have one apart 
and then put one in - put the top back on with a tiny spot 
of glue on each block and then try it out and if it doesn't 
work with that fiddle, you can easily take it out again and 
no harm done. I don 't even cut a pocket in the blocks to 
set them in, but glue a tiny cradle to the block like this t=Vl to hold them in place. ,I made 3 of mine of 

� hickory and 3 of maple and can 't see that it 
matters. I do not believe spruce or soft wood 

would be strong enough. It also requires a little time to 
find out how they are going to act. Several of mine have 
sounded disappointing at first, but after even such a short 
time as two or three hours, or over-night, the tone just 
came by magic, without the fiddle being played or any 
adjustments being made. It seems they have to have a 
little time to press into place under the pull of the strings. 
I have a feeling that a hollow tube with walls only about 
1/32 thick, same as hollow posts, might give even better 
tonal results but I think would be too weak to stand the 
strain unless made of some material stronger than wood. 
I am simply basing my theories on my experiments with the 
hollow sound posts and realize that a tremendous amount of 
testing should be done to get best results. 

* * * * * * * *  

We were very much grieved to hear of Don's illness 
and death and know the gap will be quite difficult to fill. 
Don wrote to me last Sept. , immediately after the Hobby 
show, telling me all about his. 3 piece top and long intemal 
brace. I tried the brace as he described it and also tried 
using a wooden tube instead of a solid wooden brace. The 
results I got were amazing and I wrote and told Don full 
particulars. He referred to my experiments in the Dec. 
Journal but didn 't give details. The full details I s ent to 
Don may have disappeared in the final confusion, so if 
you would like me to give you full particulars to publish 
in your Journal, let me know and I will do the best I can. 



Bob Wallace and the other makers here are very im

pressed with results I have attained and I will soon have 

full information in the Arizona J oumal and I would like 

to have it in the B. C. J oumal also for I think I have 

discovered something really worth while .  I have tried 

it out on eight different violins, and it greatly improved 

tone and carrying power in each case. 

very good fiddle from a very poor one, 

the faults as well as the good points. 

Won't make a 

for it will accent 

I made a violin while down here a year ago and 

left it with Bob Wallace. He put it in the contest last 

June and it scored 98% on tone - the highest score 

allowed was 99. It had moderate volume and response 

up to a certain point but above that point it just wasn't 

there. I recently took it to violin makers and musicians 

meeting in Phoenix. The meetings here are just simply 

old time dance music, and nothing at all on violin making, 

however, I had one of the fiddlers try it out, in the 

orchestra composed of a bass viol, some guitars, banjo, 

etc. , and I went to the far end of the hall - about 50 to 
60 feet away - to listen and it stood out above all the rest 

with such power that several people asked if it had an 

electric pickup on it. I don 't know just how the tube 

works as it does, but it seems to produce a lot of overtones 

and give a bell -like quality with tremendous carrying 

power, tho ' it doesn 't sound especially loud when you 

play it. I have another one, made according to Sangster's 

graduations and oil treatment. A few weeks ago I strung it 

up and it was much better than the one I just tried in 

Phoenix. However, it is now in the process of being var

nished with varnish I got from Sangster, so am anxiously 

awaiting to see what the varnish has done to the tone. 

EDITORIAL NOTES TO HAROlD BRIGG'S 

ARTICLE ON THE LONGITUDINAL BRACE 

Your Editor has been corresponding with our friend, Harold, before Christmas on his experiments. At that time I 
had thought about this matter and wondered if this experiment should not be conducted on a systematic basis. First, to 

determine the position of this brace and secondly the actual form and dimensions of the brace itself. I had made some 

notes which I had not completed and hence, I had not sent them to Harold but possibly this is an appropriate adendum 

to his article ,  which I trust will be Useful. In all my violin making I constantly looked for the mathematical relatiou 

ship of the musical interval in the various dimensions. That is the reason for the comments at the end of each suggestion. 

To simplify my notes I have simply dealt with first, the position of the brace between the blocks at the neck end and the 

tailpin end in the body of the violin and I trust that our readers know what is intended. Secondly, the form of the actual 

brace, the dimensions referred to are again based on musical intervals. Then, of course, there is the question of the types 

of material and a suggestion on how the brace might be tightened or loosened. (I reserve my patent rights on this ! 1 ! )  

Longitudinal Brace between the Upper and Lower Blocks of 

the Violin 

The following is a programme of proposed experi

ments to determine the best position for the longitudinal 

brace: 

1. Position between blocks at neck and tailpin 

(a) At the top of each block on the centre line; 

(b) 1/ 3 down from the top of each block. (This 

is the octave relationship). 

(c) 4/9 from the top of each block. This is the 

major third relationship). 
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(d) 5/9 from the top of each block. ( This is the 

major third inverted). 

(e) 2/ 3 from the top of each block. ( T his is 

another octave relationship). 

(f) At the bottom of each block next to the back. 

(g) It may be possible to place the brace diagonally 

with relation to the positions mentioned above. 

2. Form of the Brace 

The form of the post or brace can be either rect 

angular, square, or round, in cross section. Preferably it 

should be round. The dimensions of this brace can be 



classified so that it is by the l ength. 

(a) Uniform throughout in diameter, say 1/4". 

( b) Tapered so that on e end is 1/4" and the 
other is 5/ 16" ; i. e. the m aj or third relation
ship; 

( c) Another form can be that a centre dim ension 
of the brace i s  5/16" in diameter and the ends 
1/4" in diameter. This i s  a true m aj or third. 

(d) Diameter at 1/3 the l ength could be 5/ 16" 

and the end diameters 1/4". This is the maj or 
third and the octave relationship. 

( e) The brace could be hol low, with a 3/ 16" 

hole throughout i ts length. 

(f) Where a hollow brace is used roles could be 
drilled at various dimensions along this br ace, 
such as at 1/3 of the length, or 5/9, etc. 

(g) The dimension of 3/8 could be substituted for 
the 5/ 1 6  dimension. This would then give a fifth 
relationship. 

3. Material 

(a) Spruce, 

( b) Maple, 

(c) O ther woods, 

(d) Pl astic. 

4. Fl ares 

( a) Flare one end. 

( b) Fl are, both ends. 

5. Con trol of tightness of brace by button at tail piece. 
The tail piece button could be fitted so that it is screwed 
into the tail block and by adj usting the tightening of i t  
against a strip i t  m ay be possibl e to design a m ethod of 
tightening th e brace. 

* * * * * * * * 

THE MINI-B ASS TAKES A BOW 

by Daily Mail Reporter 

Instrum ent rr. akers Alan L ucas and Bill Raine, of N ewton Aycliffe, Coun ty Durham, have buil t a 

revol ution ary fiddle -- a mini- bass, small enough to be carried under the arm . The inventors, who will 

exhibi t the bass for the first tim e at the Frankfort Fair next week, thought the idea up because conven tional 

doubl e-basses are so big they keep getting smashed. The smaller bass will al so be a boon to child m usicians, 

say i ts creat ors. 
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Musica l Merchandise 
VIOLINS - VIOLAS - CELLOS 

Double B ass Accessories 

Our Company has built up an enviable reputation 

for 7 9  years, which is still maintained by good 

merchandise. We have a fine selection and our 

prices are fair. 

We do not supply musicians, only Violin makers 

and Music Stores. 

Send for catalogue and price list to: 

c. A. Gotz i re 
POSTFACH 33, ERLANGEN 8 (WEST GERMANY) 

tb ��� '  
CMtafo55� 

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 

CHO ICE BRITISH COLU M BIA WOOD 
Now available to all members and Associate Members of The Violin Makers A ssociation of B. C .  

S i l IC A S P RUC E T O P S  

For violins and violas. $4. 00 t o  $ 7. 00 each 

M A P L E  BA C KS 
Fiddle b ack or curly Maple one or two piece b acks 

For 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, 463 1 'N est 1 4c h  Avenue, Vancouver 8, B .  C . , CANADA. 



GEO. HE INL & CO. LTD. 

Canada's Foremost Violin Experts 

EQUIPPED TO SUPPLY AND SATISFY THE NEW 

STUDENT OR THE MOST DISCRIMINATING ARTIST 

Our serv ice and merchandise is ava i l able 

th rough a l l  good music stores. 

Patron i ze you r loca l dea ler 

209 Church Street 
TORONTO, CAN!�;1A 

TO N E  WOOD 

Alpine Pine and Curly Maple. F inest aged 

seasoned woods for best toned stri nged 

instruments. Accessories for Vio l in  Makers. 

P rofessiona l references. Write for price l i st to: 

w. L. LAU BI 

SPECIALIST IN TONE-WOODS AND MANUFACTURER 

D U B E N DORF, near Zurich (Switzerland) 

S H E E T MU S I C  - B O O K S  - I  NS T R U M E N T  S 

H I  F I  E Q U I P M E N T  - C O N N  O R G A N S 

" A  c o m p l e t e  m u s i c  s e r v i c e " 

NEW and USED : 

- VIOLINS 

- CASES 

- BOWS ( European Imports) 

- STRINGS (Wondertone ,  Super Sensitive, 

Thomastik, and others) 

- ACCESSORIES (Bridges, Fingerboards, etc. ) 

STRINGED INSTRUMENT REPAIR and 

SERVICING DEPARTMENT 

- under the expert management of Mr_ Lajos Kalfmann 

Over-the-counter and MAIL ORDER S ervice 

WESTERN M USIC CO. L TO. 

570 Seymour Street, Vancouver, B.C. 

MUtual 1 -9548 



THE MICHELMAN PROCESS 

'GETTING IN THE ACT '  

Back in 1 9 6 1  I read an article by Mr. C armen White 

outlining his method of finishing a violin by the M ichel 

man Process; I found this most stimul ating as I had read 

J oseph Michelman 's book "Violin Varnish" with subtitle 

" A  Plausible Re-creation of the varnish used by the 

Italian violin makers between the y ears 1550 and 1750 

A. D . " I had done some experimenting with the process 

without too much success; this article gave me quite a 

lift; I felt sure that Michelman was on the right track 

and I wanted desperately to make the process work for me, 

but I had become a little discouraged by the results I had 

been getting; now, however, my interest was revived and 

I went at it again. 

My e fforts were doomed to failure however, as  I 

had great diffiGulty with the solubility of the final pro 

duct, the resin; I made batch after batch, each time 

with varying results but basically the same trouble; it 

just would not dissolve completely in the turpentine ;  so 

once again, very reluctantly I gave up; I had no intention 

however of quitting. In the meantime I had been contin

ually on the alert for any articles relative to the subject ;  

I had gone through the back numbers o f  " Violins and 

Violinist" magazine; also the " Strad" • Recently an art

icle by Mr. Wm, Slaby in the ',oumal" and the com

ments by Mr. C armen White following shortly afterwards, 

revived my interest once more, and I got 'back in the 

act ' with full confidence that this time I was really going 

to get the results that I hoped for. 

I had noted in my reading on the subj ect, that 

there were certain key points about the process that could 

have a critical bearing on the results obtained; the most 

important of these most likely being the water used in 

the initial steps of making the rosinate; Mr. Slaby 's 

remarks made a lot of sense and his formulas looked good 

to me, particularly the use of zinc chloride and the stor

ing of the dried rosinate in the presence of a drying agent. 

I decided to take full advantage of the e xperiences of 

these other workers, and as the results obtained to date 

are so gratifying, I feel that it is only right that I should 

pass on to them and to the readers of the "J oumal" how I 

finally arrived at the solution to my problems. I will 

therefore try to take you through each step of the process 

with me, so that you in tum m ay work on it and perhaps 

come up with some important improvements that you can 

p ass back to us; this is the way of progress, and as long as 

we have the 'Journal" as a medium for the exchange of 

ideas, there will no longer be any such thing as a LOST 

secret formula ;  so let us all get in the act. 
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The ingredients are simple and easily obtained at 

any chemical supply house ,  and they are cheap. Making 

the rosinate was so well explained by C armen White in 

the June 1 9 6 1  issue of the Arizona Violin Makers J oumal 

that it hardly seems necessary here to repeat; however, 

for those who do not have access to this issue I will out 

line briefly, It must be emphasised here that distilled 

water should be used exclusively; if  this is not available, 

then I would suggest that filtered rain water would be the 

next best. 

T ake 13. 8 grams of potassium carbonate and 34. 8 

grams of lump rosin; not the kind of rosin that you use on a 

fiddle bow; you can buy it at the chemical supplier or at 

any good hardware store. Get big lurnps and break it to 

pea size as you use it; don 't powder it. 

Put the potassium carbonate and the rosin in a 

large aluminum pan about 2 or 4 quart capacity and add 

300 cc of distilled water; this isn 't much water for such a 

large pot, but you will soon see why. Put this on the stove 

and bring carefully to a boil; it will froth up in the pot 

but stir continuously and regulate the heat to keep it 

boiling without boiling over. Boil for five minutes and 

remove from the heat. Add another 300cc of distilled 

water (cold) and stir. The rosin is now completely in 

solution. Pour this rosin solution into a closed jar and 

put aside. This is the potassium rosinate solution. 

You will now need to make up 5% solutions of the 

following substances: 

Iron chloride 

Calcium Chloride 

Z inc chloride 

Aluminum chloride. To make 5% solutions, add 

25 grams of the substance to 500cc of distilled water. 

You will need also a 2% solution of alizarin ; this comes 

from the chemical supply house in 20% solution and to 

make a 2";(; solution from this add nine (9) cc of distilled 

water to each cc of the commercial paste alizarin. M ake 

up about SOcc by taking 45cc of water and 5cc of alizarin. 

Making the precipitant, 
Mix together 500cc of the 5% aluminum chloride solution 

and 150cc of the 5% calcium chloride solution. This is 

the basic precipitant and will be called A 1 -CA solution. 

I can now refer you to the article by Mr. Wm. E.  

Slaby in the D ec, -J an.  1962 issue of the Violin Makers 

J ournal of B. C .  for some formulas used in making up 



different colored resins, these being used as the basis of 
this investigation. They differ slightly from those of 
Carmen White principally in the use of zinc chloride in 
the precipitant. In this article of Slaby 's  three resin for
mulas are given. Of these, just two were used, the red
orange and the orange brown. Of the former, two separ
ate batches were made, one having a m inimum of 
alizarin for an orange color, and the other having a 
maximum of l Occ of 2% alizarin for a deep red resin, 
and believe me, it is a deep red. 

For the orange colored varnish I made up the 
following resin according to Slaby 's formula as follows: 
200cc of Potassium rosinate, 60 cc of al -ca precipitant 
plus 80 cc of 5% zinc chloride solution. With this was 
used a minimum of alizarin about l cc,  put the 200cc of 
potassium rosinate solution in a quart size jar having a 
screw top and add to it the alizarin; stir this with a stick 
and your solution is now purple in color. To this you can 
now add the AI -CA plus zinc chloride solution. Pour the 
zinc chloride into the AL -CA, shake it up and pour the 
combined solutions into the colored rosinate. S hake it up 
and you now have a thick mushy red paste which must be 
filtered and washed. For this, an open top j ar or pitcher is 
good. Tie a piece of fine fabric (shirt material is good) 
over the top of the J ar and let it sag a little.  Dump the 
resin paste into this to drain completely, then pour over 
it a cupful or more of distilled wate� and stir it well with 
a stick, again allowing it to drain completely. Repeat 
the washing and it is now ready for drying. Scrape the 
paste onto a piece of cardboard with a wooden or plastic 
spatula, spread it out, and leave overnight. N ext day 
you can transfer it to another piece of dry cardboard and 
the same a third time. It can then be put away in a 
dark cool place for three or four days when it can be 
broken up to about the size of grapenuts. W e  now come 
to one of the critical points in the process mentioned 
earlier. Slaby states that he was not sure whether this 
m ethod of drying and storage was necessary, but I am sure 
that it is essential. T he resin has by now shrunk consider
ably. Place it in a small open container and place this 
inside a larger container having a lid. In the bottom of 
this larger container put a handful of Calcium chloride 
crystals or silica gel to absorb all moisture. When kept 
under these conditions you are assured that your resin will 
lose moisture rather than absorb it. 

. 

Another batch was made up exactly the same 
as the above with the exception that a maximum of 10cc 
of alizarin was used. This produced a deep red colored 
resin. A third batch was made for the orange-brown, the 
proportions were different but still according to Slaby: 

28 

200cc rosinate 
64cc AL -CA plus 
S6cc 5% zinc chloride 
20cc 5% iron c hloride 
Wcc alizarin 

These formulas will each produce approximately 
25 grams of dried resin crystals. 

Making the varnish: 
The proportions used were: 

2 grams dried resin 
Scc turpentine (artists grade) 
2. Scc boiled linseed oil (commercial grade) 

Place the resin in a small china or porcelain cup 
and grind it to a powder. If the drying has been thorough 
the resin will pulverize to a very fine powder which will 
show l ittle tendency to stick to the crushing tool. Pour in 
the turps and stir for about 15 minutes. It will gradually 
thicken as the powder dissolves. When completely dissolved 
pour in the oil and stir for a few minutes. This is your var
nish. 

Now, according to what I have read from all sources, 
this is how it should be made and it is supposed to be suffi 
cient for one coat on a violin. However, by making and 
using it, my observations led me to make some slight changes 
which I believe may be of benefit to others who, like my 
self, have had difficulties, so from here on I will s how you 
just what prompted these changes, and the results obtained. 

From my stock or collection of old violins, I 
selected one having good grain marking in the wood. This 
was going to be my guinea pig. It is what we call a com 
mercial fiddle about 75 years old. The better store fiddles 
of that period sometimes had beautifully marked wood in 
them. It was more plentiful then. This fiddle I could 
spare for the sake of experiment. I stripped off the varnish 
completely and it was now ready for the sacrificial altar. 

The quantities outlined above, as I have already 
stated, are supposed to make sufficient varnish for one coat 
on a violin. However, I found that this , although true 
enough, did not leave much to spare ;or perhaps my first 
batch had been too thick. As I see it now, it was prob 
ably a l ittle in excess of the two grams of resin called for 
in the formula ;  anyway it was barely enough to cover,the 
fiddle so I then decided that future mixes would have 
double quantities. The first coat srowed brush marks which 
I attributed to the thick consistency of the varnish. This 
coat dried in about 48 hours which included about 8 rours 
on my sun lamp machine. This first coat was then gone 
over lightly with fine sandpaper (dry) to remove all specks. 

(continued on page 34) 



A deep sense of personal loss saddens this writer 

today due to the untimely and unexpected death of the 

editor who worked so hard and so enthusiastically to build 

this JOURNAL. It was his untiring efforts indeed which 

made it known all over the violin world, and Don White 's 

influence will certainly be missed over the violin world 

where this JOU�AL his gone to inspire violin makers and 

violin lovers everywhere. I remember very well when 

Don first started and how he used to write cordial letters 

inviting us to contribute our ideas and enthusiasm to the 

JOURNAL. Later, when the work became so demanding 

that he had no time to write letters, he would hurriedly 

write a post card which gave us a brief reminder of his 

enthusiasm and zest for his work. My greatest regret to

day is that I did not have the pleasure of knowing him 

personally. What a privilege it would have been to have 

sat with h im for a day with our ,:iolins ! I feel keenly 

the personal loss and treasure the friendship we had over 
the miles during the past several years. I hope the present 

editors will be assured of our support and that this JOUR

NAL will continue just as Don would have it; I am sure we 

cotud pay no greater tribute to his memory. 

* * * * * * 

We must agree somewhat with Mr. Welstead when 

he writes about the frustrations of the modern violin maker 

and the difficulties which confront modern violin makers 

when they attempt to get the great artists to play these new 

violins. These frustrations are discouraging and disappoint -

ing indeed, but Mr. Hoing has pointed out that one remedy 

is to improve the standard of our new violins. Mr. Wel

stead should be reminded that very few modern violin 

makers may be able to equal the instruments made by h im 

and by Mr. Hoing, and that these great violinists are con

stantly confronted with " rhapsodists and visionaries" , just 

as Mr. Szigeti has written, and that most of their works 

are unplayable. In fact, most of the works of the known 

and famous professional violin makers of today are unplay

able by artists of the caliber of Isaac Stern. The average 

professional violin maker today makes a perfect violin 

from the standpoint of wood, workmanship, measurements, 

and general style. But he either fails with his varnish so 

much that an artist cannot stand to look at the violin every 
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Conducted by 
CARMEN W H I TE 

day, or else, he fails to treat his raw woods, so that the 

artist cannot stand the sour or weak tone under his left 

ear for several hours a day. Mr. Welstead did not say 

whether he has heard his new violins ALONGSIDE known 

old Italian violins, in the same hall, with the same artist 

playing the same compositions? Such a test will instantly 

reveal to him whether his new violins are indeed as good as 

he says they are. We cannot listen to an old Italian violin 

in the hands of Isaac Stern on one night and go back a 

week or so later and listen to one of our new violins in 

the hands of a lesser artist and then speak with any assur 

ance about the comparison. To do so would require a 

specially developed "tone memory" which most of us do 

not have. Perhaps Mr. Welstead has it, along with his 

great technical knowledge of violin matters, but the actual 

test and comparison of instruments in the hall should be 

made to satisfy him that he is correct in his conclusions 

that his violins are "just as good" . 

Too often, we violin makers are prone to judge our 

instruments by the volume of sound produced. But the 

artist must have more than mere volume of sound. He is 

interested only in what he can do with the tone and with the 

fiddle. The violin must whisper, sigh, and sing softly in 

rapid passages with perfect response and without undue 

effort--otherwise, the artist cannot control it at all and 
will have nothing to do with it, no matter how loud and 

powerful it may be. Again, there mmt be a certain 

reserve, or resistance inside the violin which permits it to 

build climaxes under the bow; the tone must keep coming 

in these building processes, and the audience must get the 

feeling that the artist could have pulled more tone had he 

wished to do so. Think now, of your raw-wood and gum var

nished new violin, no matter how perfect the workmanship, 

or how famous the maker may be ! Pick up such a new 

violin and play. Try a fast passage, say in thirds, or 

chromatics--try to play soft and clean! The new violin 

usually muddies up and refuses to articulate, because the 

response is lacking. But the violin maker who is listening 

and trying to judge does not know that because he is not 

a player at all, but a maker of raw-wood and gum var

nished violins, which h e  claims sound 1S well as the old 

Italian master violins! But the artist does know because 



he can feel that lack of response under his bow, and he 

knows that the new raw-wood and gum varnished violin is 

not for him ! He feels that five or six hours a day of such 

a tough, unresponsive tone under his left ear would just 

about finish him --and he must work five or six hours, 

or more, every day--with that fiddle ! If it has a defect, 

you and I might not hear it out there listening, because 

we are listening for its beauty, for its strong points ! But 
the artist must � with that fiddle for several hours a 

day --and his opinion must prevail ! And he will �r 

the defect which you and I would miss ! 

These are the facts of life about our new violins. 

We may as well face them. Only yesterday, I played 

on a violin made by one of our foremost professional 

makers, a man with an established reputation in the 

trade. This violin is absolutely perfect in every detail 

in so far as workmanship is concerned. Stradivarius 

could not do any better, and I doubt he could have done 

as well ! The woods are choice and beautifully selected. 

But the varnish is poor, rough, and lacking in beauty, 

and no violinist would want to look at the fiddle several 

hours a day. And the tone is poor and weak, but even 

and responsive. It has no reserve at all. How can this 

maker hand such a new violin to a player like Stern and 

say "Now, give a fair trial to this fine new violin and 

lay your prejudices aside and admit it is as fine as your 

Guarnarius del J esu violin" ? But this is what is usually 

done every day. And if you were a great artist, you 

would feel exactly as Stern and the others feel- -because 

this is what they are usually confronted with. We have 

a long way to go before we can hand an artist a new 

violin with real tonal quality and reserve, coupled with 

the required response. We must combat such ideas as 

Mr. Skou 's " microtone" system. We must combat the 

maker who thinks he is a great artist because he can inlay 

perfect purfling and cut good scrolls, but who insists on 

using raw, untreated woods. We must combat the idea 

that good tone can come from heavy fossil gum-in-oil 

varnishes which bind up the violin as though it were in a 
vise or wrapped in leather and utterly spoil its responses 
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and tonal quality. Again, there are the electronic 

scientists among us who mislead us and cause thousands 

of man-hours of lost labor and frustration because they 

try to find something complex in the violin box with 

several thousand dollars worth of electronic equipment -

weapons not possessed by the old Italian makers who just 

made good violins from treated woods and varnished them 

with metal-rosinate varnishes. Mr. Sangster says that the 

varnish does not affect the tone, because he and all of 

us have seen violins denuded of their varnish and yet they 

sounded fine. But he is not entirely correct; a bad var

nish � affect the tone, and heavy fossil gum-in -oil 

varnishes are bad varnishes for violins. His statement that 

varnish does not affect tone is true only if we are dis

cussing the light metal rosin ate varnishes which by actual 

weight are only about half as heavy as gum -in-oil 

varnishes, and which do not finally bind up the violin so 

it cannot respond. Any violinist can instantly recognize a 

" varnish bound" G string on a violin because he has to 

work so hard to get any tone out ! 

Mr. Welstead is right, of course, about the magic 

of famous names. Last year, a young violin soloist played 

the Spanish Symphony with orchestra. She is a wonderful 

player, just starting out, and not yet able to own an old 

Italian violin. Her violin was poor and weak in tone, 

but it bore the name of Lupot, and she told us that the 

violin once belonged to a famous violinist whose name she 

called with pride. However, that violinist never played 

this French violin- -he just sold it ! - And it was definitely 

a poor violin, regardless of its famous name. Sharing 

Mr. W elstead 's frustration, I was of the opinion that I 

could take a three minute drive to my house and present 

to her a half dozen or so violins which would have done a 

better job of the Spanish Symphony than that Lupot 

violin did! But she is probably still playing the Lupot ! 

Truly, these frustrations constitute the facts of life about 

our new violins. 

" Carmen White" 



A REPLY TO SUNDRY INQUIRIES CONCERNING MY ARTICLE 

" THE CASE FOR THE MODERN VIOLIN" 

by Cid Welstead 

I have received so many letters from interesting 

people from all comers of the world, that I would require 

a private secretary to cope with them, and in view of 

this, have decided to reply generally through the pages 

of the J ournal. 

F irstly, Dr. Ervin H. Kleffman of Califomia 

brings up the important question of using linseed oil 

in violin vamish formulae. 

Linseed oil as far as I am concerned, must be 

used with caution in small quantities if makers desire 

their instruments to be handed down to posterity covered 

with a cloak of brilliance - as for using raw or oxidised 

oil as a pre-treatment on the surface of a finely made 

violin, is completely suicidal and detrimental to the 

future evolution of tone; nothing worse could possibly 

happen to the instrument ! ! !  To illustrate the defect 

created by promiscuous use of this material , I refer you 

to the old masterpieces of Rembrandt, Gainsborough etc. 

and ask you to observe the surface of these pictures. 

Linseed was used abundantly in the painting of these 

masterpieces, turpentine being the diluent and vehicle; 

the only other addition to this mixture being the pigments 

of red, yellow, green, etc. 

My father was a painter in oils, and most of his 

early pictures have fissured in the same way, only be

cause of the excessive use of linseed - perhaps this 

accounts for my aversion to this apparently innocent 

material. 

Many y ears ago I carried out extensive experi

ments to find the optimum amount of oil for inclusion in 

Gamboge and calophony varnish, and the illustrations 

with this article will serve to demonstrate that 15% by 

volume is around the critical proportion to be utilised-

according of course , to the percentage of metallic rosin

ates
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included in any given formula for the purpose of 

accelerating the processes of drying and polymerisationj 

some of my best instruments however, are varnished with 

pure Gamboge varnish made from the oil soluble part of 

the crude resin, with rectified turpentine as the vehicle. 

These violins are excellent tonally, and the varnish above 

the surface of the wood will chip away if force is used, in 

the same way as the old violins of Cremona, but notwith

standing this, I have observed that the inclusion of a 

small proportion of lightly oxidised linseed oil imparts to 
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the varnish a modicum of strength and increases the 

elasticity, and from this point of view is desirable. In 
respect of the virtues of making violin varnishes with 

good el<i.stic properties, I would stress that an excellent 

varnish can be made from highly coloured gambogin 

plus 20'Al by volume of matured commercial terebine 

(spoken of in the diagramatic figure with this article). 

My experiment to determine the correct propor-

tion of oil in gambogin was carried out in the following 

manner: Some violin ribwood of good quality and grain 

was divided into fifty segments, and each segment heavily 

coated with gamboge varnish containing increasing amounts 

of linseed oil (lightly oxidise d). The first segment contain -

ing 1% of oil, and so on until the proportion reached a 

proportion of SO/SO. For the convenience of space I have 

illustrated ten of these segments in order to show what 

transpires. Fig. 1. shows what happens to the dry pellicle 

of gamboge or colophony vamish containing the generous 

proportion of oil. From Fig. 2 to Fig. 6 shows the progres

sive types of " fissuring" or detrimental deterioration. 

From Fig. 7 to Fig. 10 is shown the decrease in this· 

undesirable trend as the proportion of oil is decreased. 

It appears from this that in a varnish of pure gamboge or 

colophony, the maximum amount of oil ranges from 15% 

to 5% - in a formula containing metallic rosinates, a 

greater amount can be used with safety. 

Dr. Kleffman mentions copper sulfate as one of 

the compounds listed in my article, and in this he must 

be mistaken (unless there is an error in the printing of 

the article - I have not yet received the copy of the 

V. M.J.  containing the final instalment of my contribution). 

Also, he mentions ferric hydroxide Fe2.03 and I wish to 

advise him that ferric chloride FeCL3 is much better, and 

that the same very good results can be obtained by using 

the iron metal filings plus H20j regarding the amounts to 

be used, I have not assessed this accurately as there is no 

need to do so, but the following information will serve to 

help in this connection. My vamishes are reacted in 

standard six inch long test tubes, one inch in diameter. 

When producing a brown varnish, use just a small pinch 

of iron filings with two or three, drops of water. In pro 

ducing an orange red vamish, place some copper powder 

in. the bottom of the tube (about 3/4" deep) and fill with 

the basic gamboge resin. This reaction takes consider

able time to reach a high colour (several weeks) and 

should be shaken or stirred each day aL d left corked in 
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open or filtered sunlight. To produce what is termed 

the Ne plus ultra of beautiful red varnish, place a level 
teaspoonful of powde.ed magnesium in the test tube, and 
fill with the pure extracted gambogin (rather thin) and 
add a few drops of water, and then suspend the tube in a 
SOOcc F lorence flask with water and boil for two hours 
continually stirring ' with a glass rod. Bubbles of hydrogen 
will appear on top of the varnish, and when this activity 
ceases, place a few more drops of water in the tube, 
repeating this until the varnish acquires the colour re
quired. When cold thin again with rectified turpentine, 
bottle, and store in a cool place. 

When preparing to vamish an instrument with any 
of these gamboge varnishes, add the linseed oil two hours 
prior to application, and leave in the sun after mixture 
and shake the container from time to time. 

To answer Mr. K. P. Clark of Ontario, I must say 
at this stage I do not make up my varnish in commercial 
quantities as I am not equipped for mass production, and 
I am c e rtain that he is capable of making up these var
nishes himself as there are no complicated processes 
involved - just patience. 

residue is left behind, and also the alcohol when distilled 
off leaves the gambogic acid in a concentrated form which 
can then be dissolved in turpentine oil in a concentrated 
forn. for storage, and on using this bulk storage basic resin, 
it is only necessary to reduce it with the diluent. Another 
obj ection to Mr. Kuj awa 's method of dissolving the gamboge 
direct with turpentine, and cooking it for two hours at a 
temperature of approxirr.ately 600 degrees F .  is this: O il of 
turpentine is liquid resin composed mainly of terpene 
(C l oH 1 6) and the corr,mercial colophony which is com 
monly designated as " rosin" has the same constitution, 
being an isomer of the liquid resin, and by subj ecting this 
liquid resin to high temperature he is merely accelerating 
what occurs naturally to the exudation of oil of turpentine 
from the conifer trees which produce it, in terms of 
chemistry he is hastening the processes of polymerisation 
from terpene to all types of complex hydrocarbons - p inal 
hydrate etc. C loH1602. By lengthy subj ection to high tem 
perature, the molecule becomes dehydrated and the longer 
this process becomes, the darker the resin becomes, and 
again, the more viscous it becomes, term.inating in the 
necessity of adding more and more linseed oil in order to 
render the product to a brushing viscosity - in the heating 
process as the degradation of the terpene continues, its 
solubility in o il of turpentine is gradually reduced, even if 

To Mr. Henry Winfield of Oregon, I express apprecia- it is added slowly at the same temperature, and on cooling, 
tion for his congratulations, and for his humorous remark 
that " I  could smell the soup cooking long before you served 
it up" . 

the compound precipitates and b ecorr.es useless. As I pro
ceed to answer all these inquiries, more letters are arriv 
ing asking basically the same questions, and in view of 
this I have decided to send a sample of my gamboge var

To R agnar Von Reis of Sweden I express my thanks for nish to each enquirer, together with a sample of my priming 
his translation of Gunnar S anborn's letter ( who like myself is 
a watchmaker) and hope that the completion of my article 
in the V. M . J .  is of some value to him. 

Mr. Sczipan Kuyawa of Minnesota has asked the rea 
son why it is necessary to extract the pure resin from the 
gamboge pipes per media of alcohol, stating that it is quite 
soluble in oil of turpentine. He answers his own question 
when . he states that his gamboge varnishes are water soluble. 
If the oil soluble resin is extracted directly with turpentine 
it is not sufficiently concentrated, and further, some of the 
water soluble impurities are present in the varnishes produced 
in this way. If Mr. Kuj a wa will carry out my instructions he 
will see the big advantage of doing so ; water can be added to 
this gamboge "in turpentine varnish in any quantity, and will 
separate after shaking. His observation that the deepening 
colour depends on evaporation of the turpentine goes without 
saying, but the viscosity also becomes so heavy as to make 
application difficult, if not impossible ,  and if this viscous 
varnish is thinned by the vehicle the colour is of course 
lightened again. 

The advantage of extracting the oil soluble part of 
the gamboge with alcohol, is simply that all the undesirable 
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varnish (or to use the incorrect terminology applied to the 
priming coats of violin varnishes, " filler" - filler is a 
term applied to a pigmented mixture of oils and solid col 
ours used in the furniture trades for filling the grain of 
timber prior to french polishing or lacquer finishing, and 
should not be applied to the priming varnish on violins). 
I would suggest that on receipt of these samples you pre 
pare a slip of well figured rib wood, bringing the surface 
to a perfect finish by damping with water, and polish it 
with well worn 00 flour paper. After this has been done, 
proceed in the following manner: heavily coat both sides of 
the slip with the primer, and then expose it to sunlight 
for one week. It is then necessary to again polish the slip 
with the well worn paper with some raw linseed oil 
applied to it, and the surplus wip ed off, leaving n,erely 
a trace of oil on the paper, and polish the surface to a 
perfect finish - if you do not have a good foundatidn on 
which to build your finishing coats the ultimate finish 
will not be satisfactory. You can now apply the red 
varnish, and in doing so, use a clean half inch camel 
hair brush, but do not treat it as paint - lay it on quickly, 
and allow it to find its own level, and place it in the sun 
to dry. Seven to ten days must elapse between coating, 
according to the climate; coating can continue until the 



shade of orange or red which pleases individual taste is 

reached - about three to four coats should be sufficient 

to satisfy the most rufous taste in colour. 

I thank Mr. Raymond R. Haake of Montana for 

an interesting l etter, and I am very interested in what he 

tells me of the varnish colour on some of the Strads he 

has seen. 

Another researcher in England who visited the 

Ashmoleum Museum which houses the famous 'Messiah" 

Stradivari, has told me that the varnishing job on this 

"Priceless" violin has the appearance of being applied 

with an artists pallette - and just left like that - the 

romanticists appear to appreciate this kind of thing, but 

so far as I am concerned, a beautifully made instrument 

deserves a perfect varnishing job; if I made an instrument 

which surpassed the tone of old Strad, would the critics 

accept from me a blotchy uneven, badly contrived 

finish? I think -not -J ! !  Why then cannot the writers who 

use exaggerated and flowery statements be factual about 

these things, and in doing so mislead those of us who have 

not had the opportunity of viewing these violins first 

hand - in the whole of the Australia there is not one 

Stradivarious instrument, so ,  if one wishes to travel and 

( continued from page 28) 

On examination I felt that the red orange varnish 

as was used for the first coat, was a l ittle too red, so the 

orange brown varnish was made up, but then this looked 

a purplish color. Putting the two together gave me just 
I 

about the shade of red that I was looking for. As I pre -

viously stated, the proportions were barely sufficient for 

one coat. This bl ending of the red orange and the orange 

brown (or purple) gave me double quantity to work with of 

the shade that I wanted. T his varnish was applied to the 

fiddle and it brushed on well. It was actually easier to 

handle than my own oil varnish that I have used for years. 

However, there were quite a few small specks in it which 

I was able to pick up with the brush. T his was easy 

enough as the varnish shows no tendency to set prematurely. 

The specks, I believe, were bits of the resin that had 

failed to dissolve, due to insufficient 'crushing. We learn 

by doing and I will remember to do a better j ob with the 

grinding in the future . 

With the se cond coat applied, the fiddle was be 

ginning to show a little depth in the color, but there was 

something not quite right. The varnish appeared to have 

good transparency and the grain markings were showing up 

well, but I could see even at this stage of the varnishing 

that it wasn 't going to be to my liking. I recalled then my 
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see them, we m ust first make our fortune, and few 

of us are lucky enough to achieve this most desirable 

status. 

On preparing your slip of ribwood, make it about 

four inches long, as this will assure that the samples I am 

sending forward will have sufficient coverage. 

This letter is not meant to be taken as an effort on 

my part to instruct the readers of the journal on how to 
finish a violin, as I am preparing a separate article on 

this subject for a future issue of the Journal; it will be a 

complete outline of my own procedures of varnishing an 

instrument from beginning to end - priming, coating, 

and hand finishing for final brilliance. 

* * * * * * * * * 

* 
As most of the metallic rosinates are excellent 

driers in oil varnish, and also stabilisers, the amount of 

oil can be increased according to the amount of esti

mated rosinate in any given formula. 

''Cid W elstead" 

studies of oil painting techniques many years ago, and 

one of the rules was, that in order to show up the trans 

parent colors in their full beauty you must first have a 

reflective undercoat. For instance, when using the deep 

transparent blues in ocean scenes and breaking waves, 

you must have a pure white undercoat in order to get the 

illusion of depth in the water, and between the whites 

and the yellows as undercoat colors, and the reds and 

blues superimposed, you can get an endless array of 

transparent colors of great depth. This is what I am gett

ing at. The beautiful red varnish that looked so good in 

the white porcelain cup when it was mixed, just looked 

"dead" on the fiddl e. Of course, the answer is obvious. 

The guinea pig fiddle,  although having a well prepared 

surface finish, was dull looking and actually a light 

shade of brown. Naturally the red varnish could not be 

expected to look its best when applied over that. 

It is understood that this is strictly in the nature of 

an investigation of the possibilities of the M ichelman pro

cess, as to whether it would suit my methods of working, 

and whether I could make up batch after batch and be 

sure of getting consistently good and uniform results, and 

I might add here that I felt sure that these requirements 

would be fulfilled. (To be continued) 



Welt l1eteJ 
by The Editor 

An explanatio n  - syntonizing the plates 
By G. San born 

In the VMJ, Jan. -Feb. 1963, on pa ge 34, a state
m ent has been ma de a bout the ma nner of pro ceeding in m y  
method o f  syntonizing the plates. As the lines referred to 
are drawn up in a wording that I neither recognize nor under
stand the m eaning of, I think it is necessary to put matt ers 
right a gai n. 

I ha ve in no connection made any compariso n with 
pendulum movem ents. The fa ct that I am a lso a watch
m aker must ha ve contribut ed to that interpretation!  When 
I am working as a vio linma ker I lea ve a ll pendulum mo ve
m ents as ide, and I am then dea ling with vibratio ns and 
wa ve-mo vements only. 

The theor y upon which my method has been.pased 
ca n hardly be m isunderstoo d, as it is still the s implest in 
the world - syntonizing to one tone o nly or its o ctave a nd 
compr is ing the who le instrum ent - but it is, on the bther 
hand, o ne of the most difficult o nes to perform. 

About the plates - the spotlight-matter in this 
case - the old classical saying still holds goo d: " The plates 
s ha ll beha ve in the same mutua l relatio nship as man and 
wife in a perfect matrimony". 

* * * * * * * * * 

Guitar Cata logue 

Our a dvert iser, Vita li Im port Company, Maywood, 
California , draws our att ention to the wides pread interest in 
guitar ma king amongst some violin makers. This Company 
carries a very fine selection of guitar m akers supplies and 
has a s pecia l guitar cata logue which our rea ders may send 
for. The renowned Paganini was a n  a ccomplis hed guitar 
player. This would seem to justify our vio lin makers taking 
an interest in the kindred art of guitar n;.a king. Pa�ronize 
our a dvert iser a nd specify ''Guitar Catalogue" in yo ur 
request. * * * * * * * * * 

The Bass Viol 

Mr. Harry A. Tourt elot, 279 1 S. Ogden Street, 
Englewood, Co lora do, t ells us that his am bition is to build 
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a bass viol. He would be most a ppreciative of any in
formatio n  on the ma king of  the bass viol  a nd woul d  like 
to hear from those who ha ve made a bass. Our rea ders 
who have ma de a bass viol may: be a ble to help Harr y 
and we trust that the Journal may hear from them a lso. 

* * * * * * * * * 

Violin Ma king in Japan 

Mr. Toshiro Sekine of To kyo, Japan, sends us an 
int eresting letter o n  the s ituatio n  in  Japan, part of  which 
we quote: " I  have been ma king violins for over 15 years 
in Ja pan. In violin making, Japan is in the worst co ndi
tio n  and s ituation in the world, as you pro ba bly know. It 
is very difficult to get information and boo ks on vio lin 
making here in Japan. Taking a n  example, we coul d 
not get good materia ls for wood a nd varnishes. We im 
port them from West Germa ny every year. " 

* * * * * * * * * 

The Violin Family Lance Thornton, 
Fox Cottage, 
Fox Lane, 
Holmer Green, 
Bucks, Engla nd. 

If you s ee " The Stra d" you will know that letters 
ha ve a ppeared in that magazine from a gentlema n who is 
interested (as I am, too) in the origin of our beloved vio 
lin. This gentleman asks stra ight, blunt questions a nd 
expects a nswers. Questions s�ch as: Who did design the 
violin? Where did it com e from ; its origin? Was it 
co nceived in the m ind o f  some great genius ? Did the 
instrum ent evolve? Why did the vio lin so early in its 
life, as far as we know, becom e fixed in pattern and 
design, so that no longer do es a nybody try to im prove it, 

cons idering im provem ent impossible, but cont ent them
self with copying the exam ples of  the masters? 

Here, not far from where I live, in the Ashrnoleum 
at Oxford, are some of  the earliest examples of  the violin. 
Works by da Salo, Sta iner, Stra divari, Amati, a nd so on. 
Som e of these works show slight signs of develo pm ent. 
Mainly the da Salo's. Y et, a ll in a ll one must corr. e to the 
conclusion; there is the violin, in the case of the Stra ds of 
course, one has to say, where bett er? 



Thus, one has to come to the conclusion, however 

ill-founded, that somewhere, sometime in the 1 6th century, 
the violin came into existence as a complete, pretty per

fect, highly efficient musical instrument, which has not 

substantially been improved, or even equalled, since. 

Naturally, therefore, one easily flies to simple 

answers, such as did a great mind conceive the instrument. 

Was it L eonardo ? We know some facts about Leonardo, we 

know that both he and Duiffoprogeau went into the service 

of Francis the 1st of France, but is this good enough to 

assume that, therefore, this is how the fiddle came into 

existence ?  This is not sufficient for me. It is too easy 

and the evidence far too scanty. 

Myself, I have never discovered why the violin is 

as it is, like a figure eight. Why is it like a figure eight? 

What are its accoustic principles? I donlt know. Why are 

the f ls as they are and where they are. But apart, is this 

for a certain accoustic reason ? I too have seen the elabor

ate drawings, circles and lines, criss -crossing and so on, 

but do they mean anything? Not to me, I wish they did and 

I would like to see any genuine information that would 

throw any light on the subject, just like the Strad letter 

invited. 
* * * * * * * * * 

Violin Geometry Ake Ekwall 

"Can anyone tell me how the violin family � de 

signed?" Mr. Ernest Cowells asked on page 425 in the Strad, 

M arch 1963. 

Mr. Ake Ekwall, Smedjebacken, has presented to 

us a series of design analysis which he has made with great

est carefullness and accuracy on bow instruments by old 

masters of Cremona, Brascia and Absam schools. These 

design analysis give the clear impression that - the instru

ment of the old masters have had as a basis a fixed design 

puzzle which is now apparently facing its solution. 

In order to arrive at certain results it would be of 

greatest value if the material that Mr. Ekwall has until 

now dealt with, could be completed in form of an ex

change of photographical materials. As Mr. Ekwall has 

held out the prospect of publishing the result of his inves

tigations as soon as he has succeeded in obtaining further 

first rate and representative picture material, we take the 

liberty of expressing our trustful hope that he will also 

receive all assistance from foreign experts and institutions 

that can be afforded. 
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The main part of the photograph I wanted I have 

got now and the publishing will soon follow. 

The old ruasters worked with an exact system which 

they altered just as they wished. The fact that all was 

quite in a geometrical system makes that we now can use 

analytical geometry and get information about archings 

and outline measures in every point. We can calculate 

them on thousandth of a millimeter if you want. 

N ow it will also be possible to catalogue old instru

ments regards to their forms and, with some simple figures 

and letters abstract the system for the design and arching 

systems. This, instead of the ordinary description mamler 

practiced, e. g. in The Strad since 1890 to 1963. 

In the Violin Makers Journal July -August, 1961, p. 

15, Dr. F. A. Saunder wrote : "I (Dr. S. ) know of no 

mathematical system covering violin making. " This is a 

very honest information - but then he says: "Those who 

write of Prof9und mathematics as associated with violin 

making are dreaming" • • • •  

A lot of intelligent and clever persons - B agatella, 

Wettengel, Fischer, Broadhouse, Bishop, Schultze, 

Kleverkaus, Beck, Mickel, Fuhr, Hama, Crestad Kayser, 

Berglund, Steiner, Hubanthal, etc. - and perhaps Dr. 

Saunder and Dr. Einstein too have made attempts without 

success. This fact, however, may not be a proof that 

the problem is impossible to solve and that everyone who 

tries must be a dreaming man. 

Mr. L. J .  Mead wrote in The Strad May, 1960, 

p. 37, Violin Construction - Art or Science: " There is 

nothing so monotonous as lines dra wn by rule or compass 

• • •  Like Cleopatra, the lines of nature attract by their 

infinite variety. So it is with the designs of Stradivarius. 

Basically his outlines are hand-drawn • • • •  " - on hand

dra wn things. This applies to violins from Andrea Amati 

to Stradivarius - Art � Science are the right words. 

On marble slab over the door to Platon Academia 

was written something like : Entrance only for those 

persons who have learned the Geometry. 

Regards to violin making in the old masters days 

the same rule was valid! 

* * * * * * * * * 
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