























Hand made specialist tools including
The original, double swivel jaw brass crack clamps
and Spiral fluted reamers.

MARK JACKSON

Wold Cottage, Wold Close, Hunsley Road, Walkington

East Yorkshire, HU17 8SZ
Telephone 01482 887867

1t was at this point that Renc's passion
for flying almost changed the direction
of his lifc. On gaining his civil flying
licensc his cousin bought the plans of
an acroplanc called the "Minicab" from
Marcel Dassault. With him Renc spent
cvery sparc minute flying and building
his first planc before training with the
NATO Alliance in 1947/48. cventually
flying jct propelled F84's. He was ready
to quit violin making. Only 19 ycars
old. hc nceded two signatures (o allow
him to join the French airforce but his
mother refused. keen that he should
continuc the family tradition having lost
her brothers in the war. He contented
himself  with  building a sccond
acroplanc with his cousin and flying
cvery weekend. Rene returned to

making violins with the firm of
Lamberte Fournicr and it was during
this timc that Renc was drcaming of
going to Amcrica. possibly to fly.

When Rene was offered a job at Kagan
& Gaines in Chicago in 1955 he
decided to take it. belicving the best
instruments werc now finding their way
to the States. He found Chicago very
hard- "No French brecad. no French
wine, so cold in Junc and so hot in July
and August. 1 couldn't cat or sleep -
only icc crcam! [ didn't like it".
Fortunatcly, four months later. he was
introduced to Rcembert Wurlitzer by
Emilc Ouchard. When he recalised that
Rene was a pupil of Dicudonne's. like
himself, Wurlitzer hired him on the
spot.

It was at Wurlitzer's that he met Simonce
F. Sacconi- "a genius". Saccont was a
huge influcnce on Rene- "he transferred
my ability for making ncw instruments
to restoration---His greatest genius was
to convey to vou his own view of what
needed to be done on an instrument-
and by this he kncw how to cvaluate
vour skill. He also understood vour lack
of ability to rccognisc and absorb the
characteristics of a  famous maker
bringing vou (o scc what you werc
lacking without raising his voicc---
Amcdee  Dicudonne  developed  my
hands. Sacconi developed my head and
cyes". One anccdote Rene likes to tell
his pupils about Mr. Sacconi is "Onc
day. a few months after my arrival at
Waurlitzer's. onc of the greatest violins
of Guarncrius Dcl Gesu came into the
shop. Right away thc Master called me.
handced it 10 me and asked "what do vou
think of this?" I turned the instrument
in all different positions. and being
naive about it T said " Maestro. 1 think |
would have to get dust In my cves
before 1 could cut a scroll so lumpy!" He
looked at me¢ with his charming smile
and very softly said "Renc. 1 think you
would have to wipe it off?"

Sacconi's ability to keep an open mind
played a large part in cmbracing new
idcas. Rene remembers in particular a
Rogeri ccllo with badly damaged ribs in
the shop for restoration. Sacconi stood
ncrvously to onc side ripping his hair
out while he watched a voung Morcl
planing the damaged ribs o 3/10th of a
millimetcr. He explains, previous (o that
restoration at the shop. they removed
somc of the original wood then would

gluc a vencer ol maplc as a cross plv
with a counterpart...backing it up with
thin zinc protected with wax paper.
(this he didn't have in France). "We
used to linc the counterpart with very
hard paper and usc drv soap to prevent
the varnish from gluing to the paper”.
When Saccont asked him what he was
going to do he replicd "We will bend
new ribs and we will gluc them in the
counterpart  against  the  original
remains, so we will have the new ribs
inside. with the original varnish on the
outsidc." This became the cstablished
mcthod. Rene cmphasises that a trust
had developed over the ycars, between
the two men. He had alreadv worked on
minor rib rcpairs but the ccllo
mentioned  was  substantially  morc
damaged.

Rene had cndcavourcd to bring this
openness into his own workshop. Hc
keeps a closc cye on the development of
his workers and according to (heir
ability and the instrument they arc
working on- hc will give them somc
flexibility in their methods. When he
feels sccure in the persons ability (o
concentrate be fecls "it is not dangerous
anymore, it becomes feasible” Some
instruments he doc's not likc to gamble
with at a critical point in a restoration
he may take over and recommend the
worker obscrve him. He confcsses (o
Icarning from lesscr skilled workers
warning "don't cver criticisc the person
below you".

Rene remembers at the beginning of his
carcer visiting all the Paris shops and
not seeing inside onc! He vowed then




that if he ever had his own shop (hings
would be difTerent.

THE NEXT GENERATION

When asked how he saw the next
generation of restorers and where he
thought they might come from. his
answer was quitc mixed. In terms of
making good instruments he is amazed
at the unbelicvable skill and talent of
today's luthicrs witnessed by himsclf as
a judge at the Manchester ccllo
competition. The transition from maker
to restorer without training he sces as a
difficult process. He belicves if vou have
a luthicr who cstablishcs himsclf in a
city to make new instruments and finds
himscll unablc (o scll cnough. this
forces him into repairs and restoration.
often teaching himsclf from books.

When they go bevond their capabilitics
" somc instruments instcad of being
restored arc damaged”.

Although hc acknowledges that a
certain amount can be gleaned from
books and schools-it is individual
tuition at the bench that develops the
worker- "You have to take cach person
as an individual to find out his ability,
his skill. his talent, and vou develop
from (here. Each and cvery person is
different” Rene argues "it takes a person
10 ycars after schooling. under
supcrvision. 1o practisc  the  same
restoration a2 few times beforc vou
would call this person a restorer”. He
sces a lot of people rushing into the
limelight the minute they have finished
a named instrument. Icaving aftcr only
2-3 years of working for him (o sct up

BRIAN HART

FINE HAND MADE LUTHIERS TOOLS

TOOLS AND FIXTURES FOR THE RESTORER AND MAKER
MADE TO ORDER

(as uscd by J. & A. Beare Ltd.)

24 ANN STREET, GADLYS, ABERDARE, MID-GLAMORGAN,
SOUTH WALES, CF44 8DU. GREAT BRITAIN.TEL. 01685 886004

on their own. this he secs as a big
mistake!

Renc remembers Saccont opening his
cves to the difference between making
and restoring. cxplaining to him the
necessity  of  captivating  thc  exact
fecling of the maker. the way the wood
is carved. When vou look at an
mstrument for a detail and "I point it
out and vou don't scc it. mavbe vou say
it is wrong or maybc vou have an open
mind and say “Macstro maybc you scc
what I don't sce. But can you cxplain it
further?” Replving " this is the way to
lear™.

TONAL ADJUSTMENTS

Throughout the world Rene Morcl has a
reputation sccond (0 none for scund
adjustments. His customers travel from
around the world to have him adjust
their instruments. He cmphasiscs the
importancc of dcferring 1o the
performers’ (aste rather than your own-
“through cxperience you should be able
(o advisc the plaver. The sound he fecls
comfortable with you should be ablc to
describe to him, because the sound he
hears is not the onc he projccts. That is
very, very (ricky". Again he adviscs
against an individualistic approach "
Take onc Stradivarius or on¢ D¢l Gesu
and | will takc ten violinists of the top
and I will have ten different sounds. 1
repeat strongly, that thosc who belicve
they arc going to adjust onc violin and
that's the way the violin should be sct
up. and it should sound its” very best
and its going to be good for cvervbody
clsc. and if evervbody clse cannot play
on it that's their fault- 1 say that person

15 a fool. He should train his car and he
should train his understanding of what
that performer wants. not what he
thinks he knows...if we all had the same
tastes, we'd all be married to the same
woman!”

Hc watches them play their instruments
for him and "from that timc my cyes arc
as important as my cars” going on to
say "By looking . vou know the person.
you can scc the way the bow bends. vou
can scc how much the string bends, how
much pressurc. how much speed. how
far from the bridge. how closc to the
bridge- all of these have a factor on the
sound. Il you (cll & person “vou have too
much bow speed or arc too slow. or
press  too hard or not cnough' he's
going to say ' who arc vou to tcll me
what to do?” You have to devclop some
sort of sixth sense and feel for that
person. Through expericnce and strong
attention you know the sound that will
come oul. The sound is hollow becausc
maybc the string is too loosc and vou
have (o make the string tension harder.
Also when you move the post and vou
give the ability to that performer to get
morc supporl or less support according
(o his feelings. He'll find that tone point
(the tonc point is when he gocs into the
corc of the sound) and from there he
makes the box vibrate (o the maximum,
Then he has the best sound for that
violin with that violinist. There arc a
very few cxceptions where there are
somc instruments that will suit any
player”

The amount of travelling instruments
arc cxpected to do and the weather




change from country to country can
causc a lot of cxtra work when tonal
adjusting.  "Especcially. when  an
instrument comes from England to the
USA in winter. The central heating will
dry cvery apartment and hotel of New
York unlcss vou get a humidificr (wood
under a microscope looks like a natural
sponge from under the sca. if you put a
natural spongc on the shelf it will go
hard but put it in water...and it gets
soft. Wood 1is ccltulosc. with opcn
porcs.) We go from 98% moisturc or a
little higher with a planc journcy of
about 7 hours. The plaver then gocs 1o
his hetel in Manhattan and its about
40% or lesst The wood in London is
swollen. it comes into New York and
shrinks. somctimcs causing wcather
cracks. So travelling creates quite a
problem- but it also has an cifect on the
sound. When they come here in the
winter they sound but they don't sound
too good...I have hecard the London
Symphony here in New York and when
1 hcard their string scction I was
flabbergasted!... As the instrument is
wet. the soundpost gets loose and the
sound becomes hollow. As you play the
bottom string on the bass sidc (C & G)
vou try to have a soft notc and it docsn't
ring. Jts just a fact of naturc, the
humidity.

I met Aaron Rosand recently and he
rccalled Mishca Elman having a
goldfish  bowl of bridges and
soundposts. When | asked Rene if he
knew the story he thought it was an
exaggeration adding " but I never saw
the bow! ! but its possible. He used to

have 3. 4 or 5 bridgcs in his casc for the
height and 1 would number them
upwards” Hc cexplained the rcasoning
behind this. "He was the only onc who
playced on the violin strings likc a
ccllist. with his fingers flat on the board
with long fingernails . To him the
height of the bridge was important as
the position of the soundpost. As |
explained carlicr about the wood
absorbing and relcasing moisture. that
cffects the fingerboard height. As the
top swells from the moistirre it bends
slightly between the bridge and the foot
of the ncck, causing the pitch to drop.
This incrcascs the string height., but
also looscns the string tension . When it
drics it rcgains normal height but
Mischa Elman couldn't stand it - to a
1/4 mm he would feel the height
diffcrence, so he would change the
bridges using the numbcered sysiem.

When I asked Rene about his remarks at
the Mectropolitan Exhibition of Del
Gesus when he mentioned somcetimes

putting thc soundpost on the outside of

the bridge. and how he was able to
achicve a balanced cven sound, he
replicd "The Del Gesu is a dark
instrument. it sounds from the guts like
a baritone-if you want to compare to the
Stradivarius  which is a  soprano
sounding from the throat. So. in order
to achicve the body. the core of sound .
the support (the Dcl Gesu being the
favourcd instrument for the strong
player), as you dig with a slow and deep
bowing the Guarneri will allow you to
go as much as vou want. The
Stradivarius however will crack.. before

going (oo deep. When it comes (o the
Dcl Gesu. if yvou want to achicve that
(there is the exception to the rule and it
depends on the plaver), then you have
no other way or vou won't make the
plaver happy™.

Just as 1 was about to Icave Renc's shop
Isaac  Stern  arrived for a  tonal
adjustment so I asked him abut Renc's
technique- this was his reply.

"There is nothing like it. it is like a shot
to the veins which numbs any other
pains. it’s like being given wings (o

soar high above 1" 1 gucss that answers
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Committee
Re pOl‘t John Topham

Doc o some people, and particularly
llelen  Challoner of Dartington  Hall,
bemng ill at the beginning of the year, we
were only able to hold a committee
mecting on the 7th March where nearly
cverybody tumed up. Helen had come to
finalisc arrangements for  September’s
violin conference at Dartington. More”
about that later.

Marce opened the meeting, proposing that
committee meetings should be held on a
regular basis. He suggested we hold our
mectings on the sceond Wednesday of
cvery October, January, April and July,
starting with October this year or afler
the AGM. 1t 15 hoped that if people
know the date of these meetings, they
may be able to attend and contribute. A
few people are doing a lot of work at the

moment and any help to reduee the load
will be gratefully received.

Florian reported that we had £2284.52 in
our Nat West current account and
£3759.83 in the Woolich account. One
of the larger expenses sinee the last
meeting was the headed note tor the tour
centurics exhbition. 1 reported that we
now have 256 paid members, the last of
those having joined a few days ago.
Subjeet to final approval at the AGM,
the committee has taken the decision o
allow those committee members who
have to come a long way for meetings to
claim travel expenses. They will be
awarded cvery six months on  the
presentation ol relevant receipts.

We are all disappointed with the poor
tum-out at the AGM and discussed a
few possibilitics to make the occasion a
bit more interesting. Any suggestions
would be gratetully recetved. but we had
thought to combine 1t with a “makers
day”™ sometime in November, where
makers can turn up with their wares and
display them to as many prospective




buyers as possible. We will keep you
posted with any further ideas

We went on lo discuss the scheme
proposced by the Bensiow Trust to buy a

number of mstruments for the benefit of

peopic who are not able, for various
rcasons mcluding financial ones, to play
on good mstruments. Christoph Gotting
was wiliing to basically organise the
BVMA's part in the plan. They had
asked us 1f we could provide a
framework of quality assessment and
Judges to assess the instruments. Again

we  will  keep  you  posted  of

developments.

We then discussed the next conference at
Partington  in September.  Flelen
mentioned that she had been i contact
with everybody involved and
arrangements were in place. We will be
able to usc the Bam this year which we
could not last vear because of it's

refurbishment. However. she did sav that
there will have o be a £5 charge on the
conference attendance to cover the cost. |
am happy to say though that BVMA
members will be able o0 get a £5
discount again this year,

Finally, in Any Other Business, Paul
handed around a final drait for the
suppliers Iist which should be with this
1ssue of the newsletter. We must thank
Paul Collins for all the hard work he has
put into compiling and formatting the
ftst. Tt will be a very useiul document.

Shem, our  dear  cditor, asked il

commiltee members could think about
ways  lo  generate  articles  for  the
newsletter. This goes for vou as well.
Any subject to discuss or air, please get
mn contact with Shem and see vour name
m print! That’s all for now, good lTuck
and good makmg!

Leonard Labram

Special Violin Makers Tools

Thickness Markers, F hole Eye Cutters,
Purfling Markers,
Brass Thumb Planes, etc

Brochure & Price list on Request

6 GADSBY ST. NUNEATON. WARWICKSHIRE. CV11 4NY
01203 348375
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Oil painting C. 1830 belicved o
C. 1865 be of Jobn Frederick Lot Il
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230 Years of Violin Craft in Soho
Adam Whone

A unique and fascinating account, chronicling the history of the
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John Lott Il and Charles Boullangier.
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Edward Withers Ltd. 230 Years of
Violin Craft in Soho by Adam Whone.

Adam  Whone's Iistory of  Withers
chronicles the company from 1Us outset in
1765 as Norris & Barmes, both pupils of
Thomas Smith, and carried on by Richard
Davis from 1818, Davis was later joined
by his brother William and this 1s the
partnership later portraved under the alias
of Dawes in Charles Reade’s romance of
Jack Lott, “Jack of All Trades™. During
this period the shop moved to 31 Coventry
St. and  after continuing for a time under
William Dawvis it first entered into the
ownership of the Withers family when it
was taken over in 1846 by [dward
Withers. In 1881 Fdward (the second)
relocated to 22 Wardour St. And despite
the odd rift the shop  remained under the
immediate control of the familv until the
retirement of Stanley Withers in 1969. The
Withers name was prolonged under the
ownership of Dictrich Kessler and latterly
Adam Whone, who in 1989 moved the
shop out of Soho to Windmill St.

There are many familiar names assoctated
with Withers over the years including
Macautel,  George  and  Jack Lo,
Boullangier, Gaida, Wulme-Hudson and
the previously unknown Thomas Carter,
although anyone mterested to learmn of
bowmakers mvolved with the shop will be
disappointed. The list 1s brought up to date
with  several active members  of  the
BVMA. Both William Davis and Fdward
Withers were responsible for enticing over
a number of French crafismen  from
influential Paris workshops. serving to

highlight the contaet between the violin
houses of London and Parts. They must
have contributed greatly to the melting pot
of multinational workmen already active in
London and indeed many went on to open
their own shops n the same arca. THowever
the reference to Thomas Carter illustrates
the difliculty that exists m identifving
many others emploved either within the
confines of the shop or as outworkers.
According to Carter’s business card, he
worked 30 vears for Davis™ and vet his
cllorts. like so many others, will remain
unidentilied unless as 1s oceasionally scen,
an  mstrument  has  been,  perhaps
surreplitiously. signed nside.

Afier beginning with some  background
information on contemporary violin houses
and the London music scene, Adam
Whone continues with chapters on Norris
& Bames, R, & W. Davis and LI°. Lott.
Most of the text then concerns itsell with
the four significant generations ol the
Withers  family  and  their  numcrous
reereational and  professional  activilics.

There Tollow  sixteen colour plates  of

instruments commissioned or made in the
workshops between ¢ 1846 and ¢.1930,
before concluding  witlr short  chaplers
about Dictrich Kessler and the author.
Interspersed amongst the 112 pages are

almost seventy black and white plates of

letters, receipts,  familv  portraits  and
prominent musicians assoctated with the
firm over the years.
Priced at £30 + £3.50 p&p in the UK atas
a rather modest amount in comparison (o
several recent publications.

Andrew Fairfax,

Two Centuries of
British Bowmakers

The  verv  recently  re-patriated
Bowmalker, Peter Oxley, is beginning
work on a hook on British bowmakers.
[e tells us about it here..........

There have been over the years. many
cxcellent books published. relating to
the futherie trade which. duc to their
merits or a lack of any subscquent
challenger, have become  standard
works of reference. The  glaring
exception within this canon. it would
sccm. has becen any  scrious work
conccrning  thc  masier  British
bowmakers of the last two centurics.
Whilst not wishing to  dismiss
William C. Retlford’s interesting
“Bows and Bowmakers™. a short book
written in 1963 where oniy twenty
pages arc concernced specifically with
the British bow, “these notes™ as the
author himscif apparently described
them. formed the last  published
specific bow book of any substance
rclating to our own past bowmakers.

It was with this situation in mind that
last vear, together with A.J. Brown. a
wriler/musician  collcaguc. I began
planning a book provisionally entitled
“Two centurics of British
Bowmakers™. I am very plcased (0
announce that this work is to be
published by Paul Childs’ “Magic
Bow Publications™ in association with
Peter Biddulph. We are aiming for
publication in the vear 2000, the exact
date being very much  dependant on

the amount of archival information we
arc ablc to uncarth.

In bricf, our intention is to producc a
reference work of the highest quality
that will illustratc  the hitherto
unglorificd nicrits of grcat British
bowmakers. We intend to produce a
book that mayv bc regarded as the
“definitive” resource for some decades
to comc.

We proposc that the brecakdown of
subjects and chapters will be as
follows:

Chapter one:_The Dodd Family

The most thorough biography (o date
of the family. This will include
information solcly rclated to the
Dodds’ activity as bowmakers. Also
included in this scetion would be John
Dodd’s possiblc connection with the
Tourte famity. The sccond pait of this
chapter would present the technicai
details of their bows, representing a
continuum cncompassing (heir entire
ocuvre.

Chapter two:_The Tubbs Family
Samc format as above. This will lcad
us via James Tubbs to the firm of
W.E. Hill.

Chapter three: Other  Historical
makers

Chapter four: W.E. Hill & Sons
containing:
I. Mecthod of production

a. Choicc of materials

b. Templates

¢. Division of labour

d. Apprenticeship system

(BVMAS




2. Exposing thc makers from their
marks. An attempt will bc made to
rccognisc thc hands of individual
makers throughout the Hill workshops
history. Thus we may be able to know
a particular Hill bowmaker from his
work in much the same way we can
divinc a particular bowmakers hand
on a bow stamped Vuillaume. In the
Hill casc. we do anticipatc this being a
morc difficult task, duc to the
prevalent usc of templates.

3. Grading of the bows: thc mcanings
of the (different brands: (he
designation of the various mounts and
decorations (flcur de lis. shiclds ctc.).
4. Valuc of the bow relative to the
violin over the course of Hills history.
taking into account thcir practice, at a
certain period, of including a bow in
the purchasc price of onc of their
instruments.

Chapter five: W.E. Hill & Sons and
the contemporary legacy.

This will highlight thc makers who
worked at Hills and who subscquently
continucd (0 work undcr their own
names. This chapter will contrast the
stvles of thesc makers during their
tcnurc with W.E. Hill & Sons with
their subscquent work post-Hills.
Included in the biographical scction
for cach maker, we hope to have a
bricf intervicw in which the maker
will talk about their training,
influcnces and their own solutions 1o
the functioning of the bow, i.c. round
versus triangular sticks ctc..

Chapter six;_Contemporary makers
since the end of the hill firm.As with

the makers covered in the preceding

chapter, therc will be  biographical
details  and an  accompanying,
intcrvicw.

Appendices

1. Matcrials (mcans of production.
availability, altcrnative materials i.c.
the canc bow made by Cocker).

2. Plavers comments regarding
English bow playing characteristics; a
contrast between bows of the English
and French schools.

3. A note to playvers- care of the bow:
advice for maintcnance. This  will
includc advice about hair-tension.
replacement of  lappings/thumb-
picces. gencral wear on the handle,
cnsuring the mechanism of the frog
and button remain  satisfactory,
replacement of pearl parts cte..

In addition to the above, we arc very
pleased to inform that Mr. W.D.
Watson has kindly agreed to wrile a
forcword for the book.

Rcgarding the inclusion of
contcmporary bowmakers. the
publishers and writers have agreed
that thesc should be limited 10 makers
that have had a formal
apprenticeship/training or to thosc
that have been cstablished in the U.K.
as profcssional bowmakers for a
minimum of cight ycars.

During the forthcoming ycars, if any
rcaders have outstanding cxamples of
British bows that they would be happy
to submit for inclusion. plcasc writc
to: Peter Oxley, 2 Larkins Lanc, Old
Headington. Oxford OX3 9DW.

We very much hope that this book
will throw some light on our unsung
heroes of the archeteric world!!

Renaissance Wax

Anvone attending  the  Dartington
Violin Conference 1995 and who was
present during Charles Beares talk
will recall his condemnation of the
‘spiriting-off” method of polishing old
instruments and the nse of shellac
hased polishes. e mentioned a very

Sine wax which had superseded all

others as a final polish on  the
instruments in the workshop at J&.1
Beare Lid. “Microcrvstalline Wax’ or,
as it is bhetter known by it's trade
name, ‘Renaissance Wax’ has been
nsed in conservation and restoration

Jor a number of vears. Louise Dandy

works as a conservator and gilder in
the City of London Guildhall  Art
Gallery and in the first of the “New
Products™, explains the origin and
nses of this Renaissance Wax and
even includes a recipe!

Formulated by the former Dircclor of
Rescarch at the British Muscum, and
manufactured by Picrcator Enterpriscs
this is a blend of fossil origin waxcs,
which shows marked advantages over
traditional wax polishes bascd for
instancc on beeswax or carnauba. In
appcarancc it is  whitc with a
consistency similar to that of furniture
Its main advantage lics in that it docs
not contain the acids normally
occurring in the natural saponifiable
waxes. which can risc spontancously
through oxidation or hvdrolysis.
Renaissance wax will remain ncutral

and thercforc completely safe on the
most vulnerable of surfaces.

The salve can be used on any solid
surface. including wood. ivory, mctal
and paper. It may be applied and used
for simply rcmoving surfacc dirt.
adjusting  the  optical  quality.
cnhancing  the  appcarancc  or
cxcluding moisture. As it provides
protcction against moisturc  and
vapour. dirt will not be attracted to
the treated surface. The wax can be
uscd 1o stabilisc painted or varnished
surfaces that arc liable to bloom. the
hardness of the matured wax coating
can provide protection from heat as
well as finger marks which can casily
be buffed away with a soft cloth.

Method of Usc.

Asa cleaning agent;

A small amount of thc wax can be
applicd dircct to the object with the
aid of cotton wool. Once the dirt is
rcmoved. the surface may be polished
with a clcan cotton wool pad covered
with a picce of soft silk.

To Polish;

The surfacc is first wiped with a picce
of soft silk to remove the dust.

A small amount of the salve is then
placed in the palm of the hand where
it quickly softens.

A picce of cotion wool wrapped in
thin soft silk is then charged with the
softencd wax and used to polish the













