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Editorial 
London accomodation 
Members or the BVMA who need 
somewhere lo stay in London while 
allcnding exhibitions (Bcnslow concert, 
or otherwise) should make contact with 
London-based members who can 
provide accomodalion in their homes. 
Please make contact with the officers or 
the association ir you do not know any 
members in the capital and they will 
assist you in whatever way they can. 
Benslow Trust conce11 and exhibition 
The Bcnslow Trust is holding another 
concert al the Purcell School on 21st. 
November 1997. The BVMA have 
Deadline 

again been asked ir a number or makers 
would like lo exhibit. This lime the 
numbers have been limited lo eight. 
Please return the enclosed form if you 
wish to be considered. As before the 
names will be drawn randomly. 
Previous exhibitors arc not eligible. 
Wanted: Newsletter Editor 
As this is my last ncwslellcr as editor I 

would like to thank everyone who 
supplied me with articles and lellcrs 
over the past two years, whether 
voluntarily or under duress! They were 
all greatly appre iated by me and from 
the many replies that I have rccicvcd I 
know they were equally appreciated by 
the membership or the BVMA. 

Next issue 28th November. Send articles lo Shem until further notice. 

Letter fron1 the Chainnan 
It is with much re •ret that ("our friendly editor") inf rmcd me f his intention 

to stop editing the newsletter. 
Since the first issue in September 1995, al read tw c:-irs he has produced , n t 
only nine excellent quarterly newsletters but aL set an outstanding standard 
for future editors to follow. Havin w rkcd losely with him I can assur 11 

this is no mean feat. Unfortunately pres urc of work has forced his hand. 
It falls to me to appeal to all members in order to find a new editor (or ditors, 
possibly a team to spread th I ad) to carry on with this great publicati n wl,ich 

is at the core of the BVMA. 
A fitting tribute would b for all of us to work for the making of then 
be it editing, providin; a1ticles, letters or photos, helping with th n,.iiling 
(which incidentally is a whole day's work) or doing any related j b . l'll'ase 

give your new letter the help it deserves. To finish I would like to say II ul'l,alf 
of everyone; Thank you Shem. 

Marc Soubcy 1111 

The Vogtlander Violin Makers, alive 
and sm i Ii n g What happened tu the violin factories uf the Jcm11er East 

Germany? T11e hislOJ'.Y of these manufacturers and cra/is111en reads a/111os/ as a 
history of central Europe itself '/he great changes and conflicts of the pas/ hundred 
years are re.flecled in the fates of these makers whose resilience still ensures lhat the 
craji is alive and well and on the increase. Tam,i11 Dietem/eck recent~v took a trip to 
the region and here she tells us what she.found. 

The large factories of Markneukirchen 
and Klingcntal in the Vogtland or 
Germany, producing 80<% or the worlds 
violins al the turn or the century are 
known to most violin makers, but what 
or the Vogllandcr makers after that, 
after the war. arter the Russian 
occupation, ancr 40 years of 
communism and arter the last upheaval, 
German Unification? I went lo 
Markneukirchcn andspokc lo two 
masters about how it was. how it is and 
what the ruturc holds for them. 
As you drive into the town it is easy lo 
sec why the rumours spread that 
Markneukirchcn was almost dead. a 
ghost town. It seems shut al first, 
passing derelict old houses and factories 
with musical instruments painted on 
decayed walls gives an almost haunted 
reeling. but then I walked into the 
centre and the life slowly became 
apparent. ll was market day in the 
newly reconstructed centre of a town 
thick with music shops and music. The 
shop windows nearly all have some sort 
or instrument in their display. The sides 
or the houses very ortcn have a form of 
tiling on them depicting in almost 
cartoon style. different forms or 

instrument making and the names or 
different companies. The small brass 
plaques by the front doors tell you or the 
trade or the inhabitant and they are run 
lo read - brass instrument mouth piece 
maker. recd culler, string maker. Nol 
forgetting the museums. including one 
for Nickelodeon music machines. Then, 
just lo reassure you that you're not in a 
living museum, you may pass the 
hairdresser Nurcmbergcr or be almost 
nm down by the speeding green van or 
the Electrician Pfrezschncr. So what is 
really going on here ? 
Wall Street crash 
Eckart Richter was kind enough to 
bring me up lo dale on recent history. 
He had himsclr learnt violin making in 
the 50s passing his mastership in 1959 
which was apparently not easy, as I was 
about to learn, then became self
employed 'Communist Style' in 1970. 
He explained. "even in the old days the 
violin making industry relied on export. 
Most of the factory instruments were 
exported to America and when the Wall 
Street crash came in 1929 the violin 
market crashed too. Nearly all or the 
factories were reduced lo nothing by 
1930. The German economy was also 



spiralling at this time. inflation hitting 
400%. everyone was in the same boat. 
but then the war came and all normal 
life was halted". After the war, 
Vogtland lay in the Eastern part of 
Germany. the area was claimed by the 
Russians and they very quickly occupied 
it. By the middle 50s, the iron curtain 
was securely in place and East and West 
cut off from one another. but the violin 
industry began to thrive again in 
Markncukirchcn. The State quickly 
realised the financial benefits of 
exporting cheap violins to the 'capitalist' 
countries who couldn't afford to produce 
their own. Mostly the Asian market was 
targeted and remains today the largest 
export possibility. The factories were set 
up in a true communist style, the 
workmen were taught to make 
instruments quickly. to a certain 

standard only, for the required market. 
Further qualifications in this trade came 
only in the form of 'industry master' 
which had no practical connotations. 
they were employed as the factory 
leaders only, not masters of violin 
making. It was almost impossible to 
learn the 'handcraft' skills of violin 
making, but a few managed to. Eckart 
Richter went to Weimer to study with 
an old master there. Even after this line 
training the masters were not allowed to 
set up on their own, they were expected 
to work in the factory until the 1970s 
when the talc recognised the huge 
market they were missing out on for 
good handmade instruments. Existing 
masters were allowed to ct up their 
own workshops and more important lo 
take on apprentices and educate 
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Journeymen. 
In 1976 the first batch of new masters 

were released, Reinhard Boensch was 
amongst these and he told how is was 
for these new masters. "Being able to 
have your own workshop was certainly 
a step fonvard in quality violin making 
but the masters weren't free to make 
their own decisions. Each one of us in 
Markneukirchcn had a contract imposed 
on us by the State to make 4 to 5 
instruments a month. so speed was 
everything". These quality instruments 
were sold through a company called 
Migma to the Asian market. 

A unique school was set up in 1988 
(The Master School) to forward the 
skills of violin making. After three 
years of apprenticeship the students 
could go on to the school for a further 
four years. Both Eckart and Reinhard 
teach at the school which is still 
running and had the previous night 
celebrated the end of the school year, 
which might explain their abnormally 
subdued nature when I spoke to them. 
The German Unification of 1990 doesn't 
seem to have affected the craft at all. 
Migma became a co-operative and 
continues to buy the instruments from 
the makers. The big difference now 
being. the master can choose for himself 
how many he wants to build and in 
what style. There is an important 
distinction impressed on all the visitors 
to Markneukirchen between the 
'industry' and the ·craft'. Since the 70s 
they became quite separate and remain 
so. These new times look very bad for 
the industry now formed in a company 
called 'Musima'. Labour costs arc too 

high and they went bankrupt earlier this 
year, potentially causing further 
unemployment for the factory workers. 
Although a buyer has been found many 
hold a pessimistic outlook for their 
future but Eckart was very insistent and 
proud to make clear that the future of 
the handcraftsmcn is all sunshine. 
"There arc 130 workshops of different 
trades taking 500 employees , either 
apprentices or people in associated jobs. 
Nearly all the instruments are still 
exported and this trade has not 
changed, not a single workshop has 
closed since unification". 
Schocnbach 
But what of the third town in this 
triangle of violin making industry. 
Schoenbach? Laying only three miles 
away from Markncukirchen through the 
beautiful forests covering the whole 
area, it still remains cut off because it is 
actually over the border in the Czech 
Republic. In order to drive there you 
must cross an official border crossing 
which is a good 20 miles away. If you 
wish to visit though don't look for 
Schocnbach on the map because it's not 
there. Schocnbach was originally 
founded by Germans over 300 years 
ago, hence the German name. Alter the 
war all those of the German 'race' were 
expelled. Those violin making families 
of Schocnbach went to Bubenrcuth and 
built up the thriving centre of today on 
the Schoenbach model. The town 
reverted to it's Czech name Luby. which 
incidentally means 'the ribs of 
instruments' in Czech. Since the 
collapse of the iron curtain the factories 
of Luby have found survival harder than 



the masters of Markneukirchen. After 
the factory's bankruptcy almost the 
entire town is now unemployed. Some 
have turned their hand to other things 
and you can find beautifully made 
purf1ing of any material or thickness 
you require as well as rosettes and inlay 
for guitars and early music instruments 
at e:-;tremely reasonable prices. A 
rela:-;ing walk through the forest is 
certainly worthwhile if you ever visit 
Markneukirchen to pick up a few· little 
treasures from Luby. 
As I sat in Reinhard's back garden, 
eating cake and drinking tea I too could 
feel the optimism that surrounds the 
people here, but as the rest of Germany 
tries to blow away the clouds of 

' 

• 

depression, how will the future of violin 
making progress here? Both masters 
replied 'good', but their vision of the 
future differed. Eckart as an older more 
traditional maker saw the future as it is 
now, exporting anonymously through 
Migma for an almost guaranteed 
income, what could be better! Reinhard, 
from the newer generation, felt a need 
to be in contact with the musicians and 
other makers. He had a certain desire to 
lessen the contact ,vith Migma, slmv 
down and get back into personal contact 
with his instruments. Either way. 
Mark:neukirchen is alive and although 
not c:-;actly kicking. smiling with a 
certain security. 
(() Tansin Dcitcnbeck 
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HEAT TREATMENT OF TOOL STEEL 
FOR INSTRUMENT MAKERS .fohn Mde11na11, a 

retired lecturer in metallurgy al the University o/ Newcastle (.4ustralia), has heen 
active(v unclertaking research into the materials acoustics and construction a/violins 
since 1980. In the.fhllowing article he explains whal consli/11/es a good s/eel.fiJr loo/ 

making and the processes involved in it's production. 

It appears to be gcncr:illy true that 
plain carbon steels seem to give the best 
edge for wood cutting hand tools. 
For the present purpose a brief 
c:-;planation of the mctallographic 
changes taking place during the 
hardening of plain carbon tool steel 
might be helpful. While the 
'"background" structure in the steel as it 
undergoes the various changes during 
hardening consists of a mass of crystals, 
each differently orientated, it is more 
correct to speak of them as grains 
because of their irregular shape due to 
impingement. The usual mental picture 
of crystals is one of regular mirror-like 
facets as seen in geological c:-;hibits. 
The changes that take place when tool 
steel is hardened depend on the fact that 
iron has two different crystal forms with 
greatly differing abilities to hold carbon 
dissolved in (solid) solution, at high and 
low temperatures. Both of these crystal 
types c:-;ist as close assemblies of grains. 
On heating or cooling slowly through a 
critical temperature. at about 730°C, the 
crystal structure changes and one set of 
grains is replaced by a new set as the 
(phase) change takes place. 
On heating, the grain si1.e after the 
change is small but if the temperature is 
taken higher some grains grow 

absorbing others and the grain si1.e is 
enlarges. With longer times held at 
these high temperatures, the grain size 
increases. On cooling this si1.e is 
preserved until on passing through the 
'"critical temperature" new grains of the 
crystal structure st:ible at low 
temperatures form replacing those 
previously there. The new grains will 
be smaller than those they replace but 
not as small as they would be had the 
higher temperature grain si1.c been 
small. One limits heating above the 
critical temperature to about I 00°C 
when hardening. 
Hammering (forging) above the critical 
temperature (and one can go well above 
to make it easier) results in a small 
grain size if the hammering 1s 
continued while cooling to just above 
the critical temperature. The working 
causes continuous rccrystalisation so 
that grain growth docs not occur at the 
higher temperatures unless the 
hammering stops. 
The crystal structure stable at high 
temperatures can dissolve most of the 
carbon present in high carbon tool steels 
say about 50°C above the critical 
temperature. If the steel is cooled 
slowly, the carbon comes out of solution 
because the stable low temperature 



crystal structure can hold almost no 
carbon in solution. lt does not come out 
of solution as carbon but combined with 
some of the iron as a compound called 
cementite. At ordinary rates of cooling 
the local dynamics of the change result 
in the microstmcture called pearlite 
which is a fine "finger print" like 
mixture of iron with almost no carbon 
in solution and cementite which has all 
the carbon. 
On very fast cooling. as in water or 
brine quenching. from the high 
temperature stable condition with all the 
carbon in solid solution. there is no time 
for the relatively slow separation of the 
cementite to form pearlite. Instead. 
because the change in crystal structure 
of the iron cannot be prevented. the 
carbon is forced to remain in solution in 
the low temperature stable crystal 
strncture. This causes a great increase 
in hardness due to the distortion 
produced. The enormous stresses 
created now make the steel brittle and if 
left in this state cracking can occur (or 
the piece can shatter). 
The microstructure (we cannot really 
talk of grains now) will be coarse and 
therefore more brittle, if the grain size 
in the high temperature was large, and 
fine if it was small. Hence the need t 
prevent heating to too high 
temperatures before quenching. 
The quenched state i not table and a 
correctly emphasised, i brittle. To 
remove the briulcne the steel has to be 
tempered after quenehin This allows 
the carbon to come out of solution as a 
fine di per ion of ementite in newly 
recrystallised fine grains of ferrite. His 

happens at temperatures abo,·e that of • 
boiling water. The higher the 
tempering temperature. the coarser the 
dispersion and the larger the ferrite 
grain size becomes. There is only a 
very slow change on holding for long 
times at the tempering temperatures. 
The hardness decreases and the 
toughness increases as the tempering 
temperature is raised. The lowest 
practical tempering temperature is 
230°C and the highest 650°C. 
It is important to temper very soon after 
quenching to relieve the enonnous 
internal stresses. lt is also important to 
quench the article immediately after 
tempering to pre, ent impurities 
segregating to the grain boundaries of 
the ferrite which gives rise to temper 
brittleness. Heating for hardening 
should be done quickly to the lowest 
desirable temperature. usually about 
850°C. and held for the 111inimu111 time 
needed to achieve uniform heat 
distribution and solution of the 
cementite (aboul I h per inch of section) 
and preferably urrounded by charcoal 
10 minimi e loss of carbon from the 
urfa c layers. 

T ol should be quenched held 
v rtically to minimise distortion or 
warping and agitated to break up the 
gas film that forms on the surface which 
acts as an insulating layer to slow the 
quench. 
Water or brine at room temperature are 
suitable quenching media. Brine is a 
little faster.Tempering at low 
temperatures can be done in an oven. If 
some form of temperature monitoring is 
available an oil or sand bath an be set 

up and heated externally. Wood 
working chisels, gouges and plane irons 
tempered at 230°C (say 1/2 h) retain 
maximum hardness (65Rc) and have 
almost no ·'wire edge". This 
temperature gives a light straw colour 
on a clean surface. Higher temperatures 
are needed for greater toughness. 
Many of the names given to the 
different states have historical 
connections. The high temperature 
state is called "austenite" after an 
English metallurgist William Roberts
Austen. The low temperature stable 
state of "ferrite'' has a Latin root. The 
name ·'cementite" comes from the 
practice of cementation when carbon 

was added to iron bars by heating in 
contact with charcoal. The name 
"pearlite" comes from the play of light 
on the structure that resembles --mother 
of pearl". 
The freshly quenched state is called 
''martensite" after Adolf Martens, a 
German metallographer. 
The final state after tempering is simply 
known as ··tempered martensite" 
although in earlier times there was a 
proliferation of names which resulted in 
confusion between tempered structures 
and structures of similar hardness 
produced by continuous cooling but of 
quite different microstructure and mode 
of formation. 

Hand made -v>ecialist tools including 
The original, double !,Wive/jaw brass crack clamps 

and Spiral.fluted reamers, Cello endpins. 
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Newark School of Violin Making 
Celebrates its 25th Anniversary 

Rritain 's hest knmrn school of' I !()/in .\ Inking celehrnres its ]5th. nnnil'er.mrv this 
venr. 7'n 111nrk 1his ire have i11;·i1ecl three 1>er1ple connected in clif/i:renr imvs with 1he 
school lo gi,·e Lheir 1·ie1Fs 011 it °spas/ present and/i.1r11re. 

Malcolm Hunt manages the School of 
7'echnologv and Cra/is nr Newark and 
Sherwood college. lie outlines a brief 
histmy o/ the Fiolin making course, ii 's 
con lent and the plans for the future. 

Newark and Sherwood College's School 
of Violin Making has been training 
people in violin making for twenty-live 
years. Maurice Bouette, the lirst course 
director of the school, stated with a 
single group of twelve students in 
September 1972. The aim of the course 
was, and indeed still is, to teach violin 
making to the highest professional level 
attainable in the duration of the course. 
A mark of the school's success in this 
goal is apparent in the success of both 
students and ex-students 111 

international competition. 
In 1976 a second year student, Ian 
Clarke, won silver at the Cremona 
tricnniale and Wilfred Saunders, a part
time member of stalT, also took silver at 
the same competition. The lirst gold 
was achieved by Roger Hargrave for his 
cello in 1979. These awards were the 
first of many to be won by students and 
graduates of the violin School in its 25 
year history. 
The school moved to its current home, 
the Italianate Gothic style, former 
National Westminster Bank, in 1978, 
and was marked by an official opening 
by Yehudi Menuhin. 
Four years later in 1982 Prince Charles 
honoured the school when he visited as 
part of the College's Centenary 
celebrations. The Violin School 
marked this occasion by presenting 
Charles with a cello made by Glen 

Collins assisted by other School staff 
and students. 
In August of that same year Maurice 
Bouettc retired as violin course director 
and was succeeded by Bob Payn, a 
teacher at the school since 1977. Bob 
later (in 1991) also became the Head of 
the Woodwind and Piano courses, posts 
he held until his retirement from full
time teaching in May I 996. The 
Instrument Technology Courses arc 
now part of the School oITechnology 
and Crafts. Kerry Boylan is the tutor for 
violin courses. 

The majority of the teaching is still 
undertaken by professional makers, who 
are engaged in their own businesses of 
violin making and repair. Current staff 
include Paul Gosling, Paul Harrild, Pat 
Jowett, Bharat Khandekar. Bob Payn. 
and Viola Ziessow. The school stalT arc 
also supported by guest speakers who 
this year included John Dilworth, Paul 
Bowers, Hamilton Caswell and Charles 
Beare. 
In the early years, students would make 
seven or eight instruments in two years. 
Today's students undertake a three year 
programme of study. In the lirst year 
students now make two violins in 
college. A further violin must be 
constructed in their own time, to re
inforce their training. In the second 
year approximately one lifth of the time 
is spent fitting up and varnishing. The 
maJonty of the year being spent 
learning repair techniques. Towards 
the end of the second year, students 
begin making a viola. this is completed 
at the beginning of the linal year. The 
majority of the time remaining in the 
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third year is devoted to making a cello 
or a pre-test violin. During the last 
term of the course two hundred hours 
are devoted to the final test instrument. 
The whole of this test is undertaken in 
School. Arrangements are also made 
for students to visit the Ashmolean 
Museum and the Royal Academy in 
order to st11dy instruments. 
At the end of the third year it has been 
traditional for students of the Northern 
School of Music or the Royal Academy 
to both play and constructively criticise 
the third year student instruments. 
A student's progress is monitored 
throughout the course against 
assessment standards which are 
externally verified for City & Guilds of 
London by Mark Robinson. Mark is 
also a Violin Maker and therefore 
provides another valuable link to the 
requirements of the current trade. A 
separate Violin School Diploma is 
awarded at Distinction, Merit or Pass 
grades based on a student's 

performance in the final examination of 
the test instruments and an o,·erall 
course assessment. For many years the 
external verifier for this diploma has 
been Charles Beare. 
Twenty-five years ago entry to the 
course was only possible if a prospective 
student was successfol in an entry test 
which included woodworking skills and 
drawing. This interview process 
disappeared when the Foundation 
Course was introduced. However. the 
School is re-introducing the test for 
st11dents wishing to start the Yiolin 
making and repair programme without 
the foundation year for the September 
1988 intake. 
The number of students has increased 
from thirty-six students in 1978. the 
majority of whom were British. to one
lnmdred students today from all over 
the world. The increase in student 
numbers has however put strains on the 
School's resources. In September 1996 
a planned replacement of benches and 

tools marked the start of an 
improvement programme. It is hoped 
that over the next two years the 
facilities will be doubled to increase the 
space available for the current volume 
of students and permit the classical 
guitar courses to be housed in the same 
building. This will allow us to focus all 
our facilities to the advantage of both 
groups of students. A new resource 
room, varnishing room and a student 
common room arc also planned. 
Without the help of its first Honorary 
Advisors Yehudi Menuhin, Charles 
Beare and Desmond Hill, the School 
would not have been celebrating its 
Silver Jubilee this year. It is our 
intention to continue strengthening and 
expanding our partnerships with 
organisations involved in the craft of 
violin making and repair. 

Newark School of Violinmaking 
Diploma Show 1997 
Paul Bowers, himself a graduate of the 
college and an ex-member o.f slaJ/: 
reports on this years open day and 
exhibilion. 
The 1997 exhibition of third (final) year 
students work took place on Saturday 
28th. June in the College main hall. 
This annual even is not only a showcase 
for the School, but provides a unique 
opportunity lo compare and contrast all 
the instruments completed during the 
students three years of study. 
The work of thirteen violinmaking 
students was represented this year along 
with guitars from the more recently 
established guitar making course. A 
high proportion of students chose lo 

construct a 'cello during their final 
year, and this year was no exception. 
with eight 'cellos completing quartets. 
The overall standard of work was 
excellent, the instruments not only 
displaying good technique and 
workmanship, but well observed and 
understood stylistic nuances. Several 
instruments showed a maturity one 
would not normally expect to sec in 
student work! Particularly pleasing to 
sec was the improvement in varnish and 
overall finish of instruments compared 
with previous years. (I have to admit to 
having reservations however with the 
few reproduction style finishes. 
particularly in this stage in a student's 
career). Great credit is due therefore to 
both students and tutors operating in 
difficult circumstances. Perhaps the 
highlight of the day was the playing of 
the student instruments by the Cat 
quartet which took place during the 
evening. This also provided a unique 
opportunity to compare instruments 
played by excellent mus1c1ans, a 
difficult and confusing task, but entered 
into with great accommodation, 
enthusiasm and humour by the quartet. 
If nothing else, it reminded us that we 
work in partnership with musicians and 
serve music. 
The standard ofviolinmaking in Britain 
is certainly assured given the talent and 
enthusiasm displayed in the show this 
year. How sustainable that will 
ultimately be, with thirty-six students 
leaving each year from now on is 
debatable. I find it depressing that the 
institutional demands of Newark and 
Sherwood College conflict with the 



needs of the Violinmaking School, its 
students and staff - disabling rather 
than enabling. I care too much for our 
craft and its practitioners past present 
and future to think otherwise. 

A students view 
Ajier working in joinery and ji1rniture 
Jhr ten years Anthony Carr enrolled at 
the Newark School of Violin making in 
September 199./. He graduated in June 
1997 

My intention was to complete the 
co.ursc, find employment and eventually 
set up on my own. Unfortunately, due to 
government cut-backs I could not obtain 
a grant. So the biggest hurdle I had to 
climb was financing my living and the 
expenditure of the course, for tools and 
for wood for the instnnncnts. This 
meant I had to take time out from 
studies to earn money to help towards 
the cost. One of my jobs as a milkman 
was useful in providing me with a good 

knowledge of Newark and environs. 
The course began with eighteen 
students of whom twelve graduated. 
Four were British and the remainder 
from European Countries. They were a 
good crowd and we shared many laughs 
and traumas together. 
Over the three year our main teachers 
were Paul Bowers, Rowan Armour 
Brown, Pat Jowett and Paul Harrild. 
All had different approachs, giving us a 
good general knowledge of making and 
repair. They mixed well with the 
students in and out of class, and we 
enjoyed the odd drink together. This 
tended to colour over the problems of 
the school itself which arc:- increasing 
student numbers. less teaching hours 
and limited equipment. Next summer 
thirty-six students graduate and even 
though numbers were supposed to be 
reduced with this year's intake, I 
understand that this has not happened. 
The problem being pressure from the 
main College for the Violin School to 
finance itself - in other words, bums on 
scats. 

Sadly during our second year after 
many years of teaching Rowan passed 
away, she was and will be duly missed. 
Paul Bowers left after fifteen years of 
teaching. Since then a new 
phenomenon has become apparent: new 
teachers that come seem to use the 
School as a fill-in between jobs. 
Admittedly, ever increasing number of 
students means ever increasing pressure 
for teachers and this may be the 
underlying cause. 
Due to the saturation of the violin job 
market less than half the students of my 
class have found employment so far. 
One of my biggest fears has happened, 
I've had to fall back on my former 
trade, but hopefully only temporarily. 
In spite of the problems, instruments of 
good quality are still being turned out 
and, personally, I feel the school still 
ranks amongst the best in the world and 
has a lot to offer to any aspiring maker. 
I very much e1~joycd my stay in Newark 
and feel that I gained a great knowledge 
of the violin making world. 

BVMA Makers day 1997 

The British Violin Making Association will hold it's first 'Makers day' on 
Sunday 19th. September 1997. The event, which will be an annual 
occurrence, will be held in the concert hall at the Guildhall School of 
Music and Drama. Forty makers of violin family instruments, 
bowmakers, early strings and electric instruments will be showing. 

The event opens at 10.15am. and will close at 4.15pm. 
Admission is free. 



makers working in Britain in the.first half'of'this centurv quite a large number were, 
surprisingzv, self taught. Dennis Plowright dell'es into the histo,y of'one a/these 
men, William Robinson. Therein hejindsjinds a story, elements of'which would not 
be out o_f'place in Hardy or Trollope. 

William Robinson was born in I 87J 
into a poor family living al Avebury. 
Wiltshire. He left school at an early age 
and was put lo work to mind sheep on 
the Downs and while doing this, he 
amused himself in carving small toys 
from wood; these he sold to the village 
children to help the family finances and 
to earn pocket money. At the age of 
fourteen. he was apprenticed to the local 
saddler in nearby Marlborough 
(probably Chandlers) and continued 
working as a saddler for ten years after 
his apprenticeship had finished. Near 
to the turn of the century he left 
Wiltshire for London and entered 
employment in the Woohvich Arsenal 
as a leather worker, buying a house in 
Rochdale Road. Abbey Wood so as to be 
near his work. Here he started to make 
violins as a hobby. 
In violin making he received no, formal 
education, he was entirely self taught. 
His first instmments date from 1908 
and he took some of them lo Dykes & 
Sons for their criticism. They were 
encouraging but pointed out aspects of 
his work which should be improved. 
This lack of formal training shows in 
his work which docs not lack finish yet 
has a certain lack of sharpness and 

certainty about it which is absent in the 
best apprentice trained makers. 
After the end of Word War I Robinson 
decided to leave his employment at the 
arsenal and take up making and 
repairing violins foll-time. From this 
period the earliest I have seen is No. 17 
dated 1919 but No. 19 is dated 1920 so 
that he ,vas evidently quite busy as a 
maker. Many of his early violins were 
st~·lcd aflcr Guarncrius dcl Gcsu The 
majority of his violins arc numbered 
and dated with WR added in ink at the 
boltom right of the label. but a few were 
not numbered but given names 
e.g.'Victory' (1919) and 'Jubilee· 
(1935) The violas and 'cellos I have 
seen were not numbered. In all he 
made 420 violins. 40 violas and 15 
·cellos: his last violin is dated 1957. 
In 1923 he was successful in ,vinning 
the Cabbell prize for the best toned 
modern British violin (winners in other 
years were Glenister. Richardson and 
Vincent and it is a curious fact that. so 
far as I am aware. all four ·winners ,-vcrc 
self taught in violin making). From this 
success his instruments. especially 
violins. g;1incd great popularitv and the, 
were much in dcnwnd both al home and 
abroad: some famous soloists played 

upon them publicly. Between 1923 and 
the commencement of World War II he 
made about 250 violins as well as some 
violas and ·cellos. 
The East End of London suffered 
greatly during the 'Blitz' and Robinson 
decided to move out to Wiltshire. He 
took a small house in Dcvizes at the 
lower end of New Park Street bul there 
was no room for a workshop there. 
Geoff Oliver who owned the local music 
shop 'Handel House' let Robinson have 
a small workshop there; the music shop 
has long since gone bul lhc workshop 
forms part of a restaurant known as 
'Handel's Kitchen'. During his slay in 
Dcvizcs, Robinson made a number of 
instruments but not so productively as 
hitherto (No. 353 is dated 1939 and No. 
387 is dated 194(> ). These all bear the 
usual printed label giving Plumstead as 
the place of manufacture. Asked why 
he did not change the place name to 
Dcvizcs he said that it had taken a long
time for him to become known and he 
did nol wish to risk confusing people 
who might think that it was the label of 
another maker of the same name. After 
the end of the War he returned to 
Rochdale Road where he worked until 
1957 and passed away in I %4. 
Of his two sons Cedric and Stanley 
only the !alter showed any interest in 
violins. Stanley trained with a full 
apprenticeship as an ecclesiastical wood 
carver and after the War was making 
reproduction carvings in the style of 
Grinling Gibbons in bombed London 
churches. He made about thirty violins, 
I think that he made no violas and 
certainly no ·cellos. Some of the violins 

ELSTON SAWMILL 
Steven F. Wright 

01636 - 525015 

Back neck and rib wood converted 

on the premises from fine 
selected figured logs. 
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to visit and make their own selection. 

Elston Newark Notts. 

were made in collaboration with 
William and labelled with their joint 
names while some arc labelled 
individually. He helped William by 
carving a few scrolls at which he was 
adept. On the whole his work is rather 
more carefully finished than his 
father's. Stanley moved to Devizcs in 
the late l 950's and worked in the large 
joinery shop of W E Chivers & Sons 
where he was in demand whenever 
there was any wood carving to be done. 
He made no violins while in Dcvizcs 
and died suddenly at work in 1968. 

HIS WORK 
William Robinson's work is full of 
character. The details arc, for the most 
part, finished carefully enough but not 
so far as to eliminate personal touches. 
The early violins were frequently made 
with the style of Guarncrius del Gcsu in 
mind sometimes just under 14" and 



never over J 4 l/8". Often the backs are 
made from a single piece of wood and 1 
have never come across an instrument 
made bv William Robinson in which 
plain timber has been used, often the 
hardwood is very handsome. Some of 
his wood came from Dyke's and this, it 
was said had come from Craske • s stock: 
Certainly the few pieces which I had 
after Robinson's death were brown with 
age. The edges of his violins are not 
over thick and well rounded. the corners 
are not left ·square' but just slightly 
rounded off. Frequently the button. 
which is on the large side. is surrounded 
with a narrow ebony edging The backs 
are not pinned on the e:-.:amples r have 
seen. The tables are often of widish 
grained wood but whether ,,ide or 
medium grained. the reed is made to 
stand out: some tables have a rather 
'washboard' effect so prominent is the 
grain and this is not to everyone· s taste. 
At the height of his fame he used a 
personal model in which he has 
combined points from classical masters: 
these violins measure 14 1/8" or a shade 
less. he never made violins over long in 
the body. The soundholes are set fairly 
straight and the lower wings are 
sometimes slightly hollowed. The 
heads are well finished. often showing 
cutting marks from the gouges: 
sometimes the necks are left ,·ef\ 
·chunk\·. Stanley helped his father 
with some of the heads and at other 
times. when William was very busy. 
part finished heads were worked up. 
The violas are in several sizes. Most of 
the ones I have seen are around 15 3/.f' 
but I have also seen one of 16 I /8" 

(made in De,izes) and 16 l/2": Tertis 
• model violas were very popular towards 

the end of his career but I have not 
known him to make any on this pattern. 
The violas are just like the violins in 
style. The 'cellos are nicely made and 
from handsome woods but all of the 
ones I have seen were very heavy and 
far too foll of wood to sound well 
which is a great pity because othef\vise 
they are so nice. 
The varnish which Robinson used was 
always an oil one and he bought this in 
from various sources. For the most part 
he favoured shades of golden - brown 
(sometimes now a bit yellowish) and 
red-brown. I have never seen an 
instrument \\here he varnished to 
simulate ageing nor one where the 
varnish has crackled. in this respect he 
was more fortunate than many of his 
contemporaries. 
What position does William Robinson 
hold as a maker in the modern English 
school? In his lifetime he enjoyed 
considerable success but towards the 
end of his career and after his death, his 
instruments. like many of his 
contemporaries. were not much sought 
after and could be bought quite cheaply. 
This does not make him a failure as a 
violin maker -English makers of this 
period were undervalued in the same 
way as Italian craftsmen were so often 
over-rated In his day. his violins sold 
for their good tone and performance and 
were sought after on this account: these 
qualities \\ill not diminish with age. 
Now it is pleasant to find that the ,vork 
of this interesting craftsman 1s 
becoming more valued. 

Early Music Festival 
in Boston USA -
A Feast Ute Brinkmann 

visited this years Boston Ear(y Music 
Festival and Exhibition. Never 
considered to be ve,y high on British 
makers exhibition list, she savs come on 
over and try it! 

In June 1997 a feast took place for 
connoisseurs of Early Music: The ninth 
biennial Boston Early Music Festival & 
E:-.:hibition (BEMF&E) designated 
"France & Italy: A Tale of Two 
Countries" the most ambitious and 
sensational celebration since its 
inception in 1981. 
Music 
Perfonnances by the world. s leading 
early music ensembles took place 
throughout the week 111 various 
locations in the city e.g. "The Parlev o/ 
Jnslrwnents" from Great Britain met 
"the King's Noyse" from Boston/l.JSA 
for a performance of French Orchestral 
Music from Beaujoyeu:-.: to Lully or 
"Pour le coucher du roi" (Late Night 
Chamber Music at the French court). 
For Louis XVI, going to bed was turned 
into a ceremony. He needed his 
musicians to put him to sleep 
Therefore performance 111 Boston 
started at an appropriate time: 11pm. 
The centerpiece of this year·s festi\'al 
was the opera l 'Orfeo b_v Luigi Rossi 
(circa 1597-1653). with five 
performance by the Drotringho/111 Court 
Themer of Swckholm, S,reden. fn 16-n 

Cardinal Mazarin invited 18 of Jtaly's 
finest singers to collaborate with the 24 
violins of the French King for a 
performance of this opera, and it 
became the most important musical and 
cultural event of the mid-seventeenth 
century. 
Concurrent events took place 
throughout the week: educational 
outreach. family programs, gala 
opemng night reception, scholarly 
symposia, recording seminars, dance 
workshop. trade topics, forum for 
instrument makers and exhibitors. 
performance master classes, pre-opera 
lectures. roundtable discussions and 
much more. 
Exhibition 
The focal point of the 1997 festival was 
the world-acclaimed BEMF Exhibition. 
About I 00 craftspeople from North and 
South America, Europe, Asia and 
Australia came to exhibit and sell in 
two different locations: the conference 
centre of the Plaza Hotel and adjacent to 
it the castle, a big air-conditioned hall 
in downtown Boston. 
Makers of Mediaeval. Renaissance, 
Baroque. Classical and early Romantic 
instruments as well as dealers in rare 
books, prints, manuscripts, record 
companies. publishers and accessory 
manufacturers gathered in this spacious. 
impressiw hall. 
The 4th floor in the Plaza Hotel was 
dominated by harpsichords. but one was 
able to find organisations like the Early 
Music America and the Viola da Gamba 
Society of America. Bowmakers as well 
as instrument makers and dealers of 
high quality baroque violins/violas 



found their way into the elegant setting 
of this conference centre. 
Visitors paid a fee ($5 for a day,$20 for 
the week) for admission lo the 
exhibitions, symposia and other events. 
Thousands of enthusiastic professionals 
and amateur mus1c1ans, students, 
teachers. representatives of all aspects 
of the early music industry, 
musicologists, scholars, collectors and 
makers and the general public came to 
sec what's happening in the world of 
early music. 
There were hardly any old instruments 
to sec. the exhibition was purely 
commercial and dealt with new 
instruments only. In order to sec 
original instruments one was advised to 
visit the local museum. The quality of 
the bowed instruments varied. There 
were gambas with carved human heads 
and some with open scrolls. Most were 
pleasing to look at, but the 
workmanship on some occasions lacked 
finesse. 
The exhibition rooms in the conference 
centre came in different sizes and were 
equipped according to the needs of the 
exhibitor (tables, stages and chairs were 
supplied) the advantage being that 
doors could be closed for privacy, 
making these rooms ideal for trying out 
instruments.The hall in the Castle was 
tastefully divided into booths, tables 
(with curtains) and chairs being 
provided. Light meals and coffee were 
served in the snack bar in the hall. 
Besides the BEMF year book there was 

plenty of information sent out for the 
exhibitors well in advance. There were 
a lot of first time exhibitors who dared 
travelling great distances to be part of 
the festival. Costs were an important 
factor, the organisation trying to help 
where it was possible, with housing 
assistance, special air fares. discounts 
on advertising and concert/opera 
tickets. Booths and rooms could be 
shared and many people took advantage 
of this. 
The cost for a booth in the castle was 
$420, an exhibition room in the hotel 
was $720, $770, or $820, depending on 
size (first time exhibitors paid 10'% 
less). 
The festival in Boston was an event well 
worth while visiting. 1t was a pleasure 
to see how well things were done, the 
broad range of what is involved in Early 
Music. There was an excitement about 
whom one would meet, and what's new 
and different out there. 

The Boston Early Music Festival is 
'the' event in the States for lovers of 
Early Music but, strangely. not all of the 
spaces were filled in both the 
conference centre and the Castle. I can 
only hope that more people from 
overseas will be encouraged lo consider 
exhibiting in a trade show in the new 
World. Come on over in 1999! 

( Boston Early Music Festival and 
Exhibition, June 7-13. 1999. The 
theme: Music of the Mediterranean.) 
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String Technology 
In issue ti Michael Hill reported on lhe Christophe Landon exhibition in New York. 
As par/ of the exhibition Norman Pickering, of D 'Addario strings, delil'ered a 
lecture on string technology. Here is a su111111ary of"that talk wrillen hy .Michael Hill. 
( I hal'e to admit that the progra111111e notes/or this lecture did not whet 111y appetite, 
but I was lo be pleasant~y surprised - M. Hill) 

Since strings have been made for 
hundreds of years it's a bit surprising 
that it is only in the last couple of 
decades that some of the details of how 
they work have come to light. This was 
due to the advent of the high speed 
computer. We still equip bows with a 
combination of natural horse hair and 
larch tree resin. Many people believe 
that the horse hair works because it has 
a rough and scaly surface that grabs the 
string to make ii move. This is not the 
case. Try to play a violin with brand 
new clean hair and brand new strings. 
Hair by itself does not have enough 
roughness to excite the strings (under a 
magnifying glass it appears as a smooth 
and shiny material. 
Bow 11ressu re 
A popular misconception is that by 
applying more bow pressure you will 
produce a louder sound. If the distance 
from the bridge is absolutely constant 
and the velocity is constant, with more 
bow pressure all that is produced is a 
rougher and flatter tone that sounds 
harsh causing the pitch to lower. With a 
sound meter a very similar db reading 
will register with very different bowing 
pressure. The bow pressure is very 
critical and very hard to control. 
Bowing action works not because of the 

roughness of the hair but because of the 
adhesiveness of the rosin. 
Rosin 
The protein or collagen in the horse 
hair responds to the rosin particles in a 
similar way as iron filings to a magnet. 
It's a static charge that happens to 
organic acid molecules of rosin. If the 
rosin is compounded properly (meaning 
it has the correct amount of plasticisers) 
the rosin will break up into tiny 
particles covering the hair completely 
with little chunks of rosin. Sometimes 
when you rub rosin onto a bow chunks 
of rosin fly off all over the violin - this 
is because the chunks arc too large to 
get trapped between the hair and the 
string with the bowing action. Most 
players put too much rosin on their bow 
causing a line dust to form on the 
violin. Only the trapped rosin will 
actually do anything. 
When you draw the bow. in a matter of 
milliseconds, the rosin will warm up to 
the sticky point. It will then grab the 
string pulling it out of line. but there is 
a limit to the rosins adhesion which is 
why it works so well. The rosin slips 
causing the string to rebound and catch 
again. this cycle repeats itself many 
times a second according to the 
frequency of the string causing a 

'bond-brokcnbond-bond'. This is what 
keeps the tone alive. 
Temperature 
Establishing the effect caused by 
temperature is a critical thing with all 
bowing. All that is learned from bow 
velocity. distance from the bridge and 
bow pressure becomes nothing more 
than an exercise in maintaining the 
right temperature at the point where the 
rosin is sticky enough to pull the string. 
Too litllc pressure or a too rapid bowing 
will cause the bow to grab the string, 
not permitting it to release properly, 
this will flatten the pitch. Instead of the 
normal frequency for that string being 
produced. the string is being held a 
fraction longer. With each cycle being a 
little slower the pitch gets flatter. As 
you get nearer the bridge the string gets 
stiffer both laterally and vertically so 
you have lo press harder with the bow 
and probably slow the velocity down a 

bit, this means that you need a stickier 
bond between the bowhair and the 
string. 
String Rotation 
When you bow the surface of a string 
you arc not bowing al it's centre of 
mass. Jn addition to moving the string 
sideways you arc also rotating it. A flat 
slack string is almost unplayable 
because when the rotary motion goes 
down to the top saddle and back again 
you don't know if the string is rotating 
with you or against you. Each stroke 
becomes rather problematic. This is the 
reason for the development of the wire 
E and the silver D string. The diameter 
of the wire E has been reduced by I /7 of 
the old gut E and the D string wound 
with silver has half the diameter of the 
aluminium. The development of strings 
has come a long way in the last 50 years 
aided by sophisticated computer 
science. 
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The Treatment of 
Objects Affected by Pest 
Attack (The "Thermo Lignum R" 
Process). Michael Barrington 
The .fill/owing article first appeared in 
Conserl'alion News, the magazine of the 
United Kingdom institute o.f 
Conservators. The use of this process 
on musical instruments may not be 
viable hut the hasic principle behind 
the process is worthy of men/ion and 
may have fi1ture use in a more 
workshop based adaptation. 

The process has it's origins in Germany 
where it was invented by Herr Werner 
von Rothberg and has recently been 
introduced into this country by Thermo 
Lignum (UK) Ltd. The most significant 
benefit of the Thermo Lignum process 
is that it is environmentally or at least 
people friendly; it docs not involve the 
use of chemicals or gas. It is a 
development of a treatment for roof 
timbers used in Northern Europe which 
apparently reduces the risk of 
infestation lo below that achieved by 
other fumigation processes. The 
Thermo Lignum process is based on the 
simple fact that a temperature of 52 deg. 
C kills insects. The larvae of the insects 
arc denatured through distortion of their 
protein and die inside the material they 
populate. 
Briefly the process involves:-
!. The determination of moisture 
content of an object to be treated with 
the use of a prolimeter type moisture 
meter. 

2. The placing of the object in a 
chamber together with any other objects 
of moisture content within a 3'% 
bracket. 
3. Raising the temperature of the air 
surrounding the object to 52 deg. C (the 
temperature at the centre of the object 
being some 4-6 deg. C lower) and 
maintaining the temperature for 30-60 
minutes. The treatment time will vary 
according to the composition of the 
objects and the volume of material to be 
treated. 
4. Controlling the relative humidity in 
the chamber throughout the treatment 
time to keep the moisture content of the 
object constant. This is achieved 
automatically by an appropriately 
programmed computer. 
5. Gradually lowering the air 
temperature in the chamber to ambient. 
Different woods 
The majority of Thermo Lignum's 
research has been directed at wood. The 
relationships between air RH, 
temperature and the moisture content of 
the wood was determined through tests 
on Sitka Spruce (Picea Sitchcnsis) of 
weight 27 lbs/cu fl, Specific Gravity 
(SG) 0.44. It appears that through 
further research these relationships arc 
representative of the seasoned woods 
commonly used in furniture e.g. Scots 
Pinc 26lbs, SG 0.43, Lime 35-38lbs, SG 
0.56-0.62, Walnut (European) 40-GOlb, 
SG 0.64-0.74, and Oak 45-52lbs, Sg 
0.72-0.83. Surprisingly there are no 
figures for beech. It is questionable 
whether deteriorated samples of these 
woods (rotted or waterlogged) would 
react similarly. The process has been 
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tested on veneered., inlaid, painted and 
varnished furniture without adverse 
effects. There 1s apparently no 
deterioration in animal glues. 

In the absence of specific tests 
we are sceptical as to whether the same 
encouraging results would be obtained 
from the treatment of japanned., 
lacquered and gilded furniture and also 
furniture containing widely differing 
materials such as boullework 
(tortoiseshell and metal) and leather. In 
respect of metals used in furniture 
decoration there is in our minds doubt 
as to whether glue lines might be 
ad,ersely affected because of difference 
in coefficients and expansion. Such 
effects might well not be apparent 
instantly but rather more likely over a 
period of time as objects aqjust after 

their treatment. Only experience \\ill 
tell and tests on objects of composite 
construction are urgently needed. There 
is also concern about the effect on 
materials with a plasticit~· threshold 
below 52 deg.C such as waxes used in 
conservation and restoration work. 
Thermo Lignum has also tested the 
process on other organic materials such 
as paper, textiles and leather but \\e 
have not yet seen any detailed results. 
The problem of maintaining moisture 
levels in thin organics such as textiles 
and paintings is more complex because 
of the faster exchange of moisture 
between the object and the air "hich 
results from higher surface to mass 
ratios than found in furniture There is 
also some concern that because 
degraded leathers have a collagen 



shrinkage temperature below 50dcg.C 
they might shrink markedly. The 
change in proteins on which the process 
is based may raise problems in the 
treatment of not only leather but also 
natural history specimens and 
cthnographical material containing 
animal parts. 
At present Thermo Lignum envisage 
items being transported to their 
premises for treatment or the leasing of 
equipment for site work; the latter being 
especially relevant to the treatment of 
collections. Costs have yet to be 
publicised. 
An interesting future development 

being considered by Thermo Lignum 
is the inclusion of the options of oxygen 
reduced treatment (less than I 'X, 
Oxygen in Nitrogen) at :lGdeg. C and of 
'freezing' as additional treatment 
available in the same chamber. 
It seems that the Thermo Lignum 
process has considerable potential in the 
treatment of wood although, on present 
evidence, this may, so far as furniture is 
concerned, be limited to relatively 
straightforward items of homogenous 
timber construction. The treatment of 
furniture conta1111ng non-wood 
decorative materials needs considerably 
more evaluation. 

• 

The Violin Explained 
1/"ri!fen bi· Prof Sir James Beament 
Published bv Cnmbridge Universirv 
Press. Revieired by A Inn Sengo. 

The instrument maker and the physicist 
inhabit ,cry different worlds. Whereas 
the study of acoustics is a science. 
bounded by theory and the la\\s of 
physics. the work of the violin maker is 
an art. the skills of which hm·e been 
accumulated over centuries, and in 
which the only criterion of importance 
is whether the instrument sounds right. 
That being the case, the instrument 
maker who wants to understand a little 
more of the physical principles which 
affect sound production may open 
Kinsier and Frey's Fundamentals of 
Acoustics. and close it again with a 
shudder. put off by pages and pages of 
what seem to be impenetrable 
mathematics. Even with perseverance. 
the luthier may feel none the wiser. or 
that he or she has learned little that is of 
practical value in the workshop. 
The bridging of this gap between 
theoretical physics and practical 
lutherie is one of the objectives of this 
book. and much of it is taken up ,,ith 
the role that physics has to play in the 
building of instruments. Bcament 
makes the point that the sound of a 
,iolin is as much dependent on the 
player. as on the properties of the 
instrument itself: the idea that the 
qualities of a 'good' instrument arc 
directly traceable to a set of measurable 

and umarving physical quantities is one 
that is rightly given short shrift. 
However. although it is unlikely that ,,e 
,,ill see oscilloscopes and spectrum 
analysers taking their place alongside 
more traditional tools in the workshop. 
l think it is overstating the case to say 
that science has nothing of value to 
contribute to instmment making. 
This cavil aside, this 1s a ,·ef\ 
informative and well written book. The 
author sets himself the task of 
explaining concepts like vibration and 
resonance without recourse to 
mathematics, and succeeds admirablv: 
the occasional foray into mathematical 
and physical terminology is done almost 
apologetically. but, for the most part . 
would probably not alarm even the most 
non-mathematical of readers. 
Starting with a brief explanation of the 
nature of sound and vibration. the 
reader is taken step by step through an 
account of string vibration. the 
functions of the bridge. soundpost and 
tailpiece, and of the violin body as a 
whole. Topics such as the bow and the 
bowing mechanism, the bridge ratio. 
and even the vexed and complicated 
question of ,,·hat causes the wolf tone 
are described in a style which is both 
clear and accessible. Something which 
mav be of particular interest to the 
reader is the discussion of the work of 
Saunders. and his comparati,e 
measurements of the responses of 'good' 
and 'poor violins. ( I noted a small slip 
on page 85 about the air resonance - it 



falls rather than rises when one f-hole is 
closed). 
Since the pioneering work of 
Hcimholtz, it has been increasingly 
understood that the perception of sound 
is as much to do with cognition and the 
structural properties of the auditory 
mechanism as with measurable physical 
qualities, and it is with this in mind that 
the author devotes two whole chapters 
of the book to hearing, with particular 
reference to the bowed string. The 
rationale behind this is clear; the final 
arbiter of the quality of an instrument 
must, at the end of the day, be the ear. 
Beamcnt considers the character of 
string tone across the playing range as 
being a function of the uneven loudness 
response of the car; however, 1 think 
the less technically oriented reader 
without some moderate background in 
acoustical theory may find themselves 
struggling with the complexities of the 
inner car and Fletcher-Munson curves. 
Considering the number of myths 
current which put the perceived 
superiority of, say, 
Stradivarius violins down to 'something 
in the varnish', the discussion of the 
function and importance of the glue and 
varnish is timely. The physics behind 
the adhesive qualities of glue are 
explained, followed by a consideration 
of the differences between synthetic and 
animal glues; similar comparisons are 
made of oil and spirit varnishes. Citing 
the work of investigators in the field, as 
well as his own experience, the idea that 
varnish affects the tone of the 
instrument is dismissed, along with 
several other commonly held beliefs 

which are taken to task in this book; in 
particular, notions like, for example, 
that tone improves with age, or that 
'playing in' the instrument cracks the 
glue in the purfling, making the plate 
more flexible, are dismissed. 
A very useful final chapter on purchase 
and maintenance is included. 
Potential purchasers of a musical 
instrument seldom have very much in 
the way of guidelines on .what to look 
for; and as the author notes, once 
purchased, an instrument seldom comes 
with a manual. Herc. the author 
provides practical tips on buying from 
dealers and makers, (as well as 
guidance on the possible pitfalls), and 
on what is involved should repair be 
necessary. In addition, consideration is 
given to left handed instruments and the 
purchasing of instruments for children. 
I enjoyed reading this book, and 
learned much about the mechanisms of 
sound production in the violin which 1 
would not have found in most books on 
musical acoustics. A list of further 
reading is included for anybody wanting 
to delve further into the sul:>jcct; 
however, anybody engaged in violin 
making, as well as musicians (and 
acousticians!) will find this book of 
enormous interest. Full of valuable tips 
and advice, derived from a considerable 
wealth of practical experience, and 
written with a wry humour, this is a 
valuable and very accessible addition to 
the literature. 

(Alan Seago is a lecturer in acoustics 
and Musical Instrument Technology at 
the London Guildhall University) 

To Kill a Wolf 
Marc Soubeyran ·s letter on wol( notes in the last issue of the newsletter 
elicited responses from three seporore quarters. each wirh somewhm d~{fering 
points to make.All three ore published together here starting on on interesting 
cmdpracticof historical notejiwn JHichael Heale 
(I would refer readers to on article by Florian Leonhard in issue 6 (Winter 
96197) which rhough not directly referred does have some similarities Ed) 

MORE ON WOLF NOTES 
It was ,, ith interest that I read the short 
piece ··Wolf Notes" by Marc 
Soube}ran in the last newsletter and I 
proffer the following thoughts: 
Within a 'cello which I was recentlv 
working upon, the ticket reads: 

LOUIS NOEBE 
BAD-f-JO,'v!BERC 1922 

}\Jo. 1083 

Also. branded upon the inside back is: 

A 

SYSTEM NOEBE 
1922. 

TI1e ,,orkmanship is very good; ver} 
neat scro!L fine choice of wood etc. 
,, hich gives the impression that Louis 
Noebe was not likely to fool about 
mYenting a "system·' unless it was of 
,,orth. The "System Noebe" consists 
of the addition of a type of sound-bar, 
placed below the bass side F hole, near 
the bass-bar and nmning parallel to it 
thus (Fig A): ft would appear that this 
\\as a way of eliminatmg the wolf as it 
is placed within the area ,vhere one 
commonly sets an internal wolf 
eliminator. This instrument had no 
\\Ol.fl 

l have tried a small bar in viois and I 
am finding it of great value, i.e. it 
\\Orksl (Fig B) 

Concerning the purpose of the bass-bar 
I am led to believe it has a two-fold 

purpose. To 
eliminate the 
wolf as much to 
support the belly 

I I 

L ________ '_°8_-_I ___ ,._0=e...~-- Yi, .. J 
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In renaissance bowed instruments the 
bass-bar is very often absent and if 
present, it acts as a supportive bar by 
being placed down the centre of the 
belly. This is also seen in all the 
instruments from the Alemannische 
school of violin making, circa 1670.i 
Some later makers in other places seem 
also lo have regarded it in a dual role, 
as for example in the Colichon bass 
viol, made in Paris in 1691, where it 
takes a more acute diagonal line from 
that adopted most commonly. This 
also occurs within a tenor viola by 
Malthus Steiger of I 6Mii_ The 
diagonal line of the bass-bar here 
extends towards that part of the belly 
which seems most susceptible lo 
generating a wolf. (Fig C). 

J 
wolf? 

Some years ago, 
Drew Dipper 
brought my 
attention to a 
tapered 
sound-post within 
a ·cello; he put 
forward the 
suggestion that 
this could be to 
eliminate 
possible 

a 

oscillation within 
its length and to 
steady it, if 
steadying were 
needed. Could 
this also help 111 

eliminating a 

Marc Subeyran suggests '·setting the 
neck to a flatter angle"; if this means 
what I think it means then the nut will 
be above the level of the belly-edge lo 
tailpiece-saddle, which would cause 
me lo question the compatibility within 
commonly accepted geometric 
configuration. 
Michael Heale 
Guildford 

'(s.x Olga Addmann Die 11/emannische Sch11/e, 
13crlin, 1990.) lncid-:,11ally. this I hdi.:w <0011ld h.: 
th-, sd1ool of making whid1 gr.:ally inllu,rn:.:d Lh.: 
first violin/viol making in England. ·11iis .:vid,,1..-.: 
cci1ainly being in .:vidc,1..:.: in th.: instrumc,1ls of 
.JaydM.:ars/Nonnan in Lh.: d"corativ" 1-.nols of 
purlling. Also th.: vaulting of some .:arty English 
imtrumci1ts ed1ocS that sd10ol of making. 

ii;; citc-cl no. 35 in Shapes of'the /foroq11e: William 

Monica! 1989 

The Physics of A Wolf 
As Marc Soubeyran says. every 
instmment has a potential to wolf; in 
practice they are very rare on violins. 
occasional on violas and common Oil 

cellos. Some of the remedies he 
suggests work sometimes, most will 
reduce the wolf lo a level which a good 
player will be able to control. but the 
best remedies do not interfere with the 
rest of the instrument and work every 
time. They arc based Oil knowing 
exactly why a wolf happens. 

A wolf note is not caused by air 
resonance: it does not correspond to air 
volume. The wolf pitch can be 
anywhere between D and F# Oil the 
same size cellos, and we have measured 
one at F# on a quarter-size instrument. 
A wolf is caused by the combined effect 
of a strong narrow resonance peak of 
the front, and insufficient damping in 
the spmce to absorb its energy. With 
uniform bowing at the wolf pitch. the 
vibration of the front builds up rapidly 
and removes so much energy from the 
.firndamenta/ of the string's vibration 
that the string switches to its octave 
mode (similar to that of the octave 
touch harmonic). This deprives the wolf 
resonance of energy. II dies rapidly, the 
bow regains control and the whole 
process repeals, al about five limes a 
second. 

Since one cannot increase the 
internal damping of the wood. the cure 
is to prevent the resonance from 
building up. preferably without 
compromising the normal operation of 
the instrument. Of the several recipes. 

Musical lnstrument Makers' & Repairers' Supplies 

Tone woods 
Tools 
Parts 

Bowhair 
Pernambuco 
Accessories 

Select yourself from our large 
stocks or order with confidence 

from our Mail Order Catalogue 

Touchstone Tonewoods Ltd. 
44 Alhnl kiuul Nnrth, Jhit:$1h-, Snrrr,· Ulll ()Jo:z tl.1".. 
Tr-I: +4_. (0)17J7 22106_. J,'n: +.a-1 (0)17-'7 2-'274M 

the most inelegant is to find the point of 
maximum vibration of the front at the 
wolf resonance and stick a 50p coin 
there with blutak! The principle of 
reducing the energy available to the 
wolf is a better approach. Increasing the 
weight of the top of the bridge does that. 
but it reduces the energy of all notes . 
and their high frequencies more than 
their low ones - after all, that is what a 
mute does. Likewise soundpost 
adjustment alters the overall balance 
between all the higher and lower 
harmonics. and should be kept for 
modifying tone according to the taste of 
the customer. Thinner gut strings may 
help by reducing the total power of the 
instmment's vibration. But every packet 
of high tension steel strings comes with 
a free wolf and killing wolves is only 
one of many reasons for using gut or 
gut-imitating strings. 



The ideal way to eliminate a wolf is to 
place a small rubber-lined brass sleeve 
on the tail of the bottom string between 
the bridge and tailpiece, and find a 
position along the tail where the wolf 
disappears. This occurs when the 
weight tunes the tailpiece system to 
resonate at the fundamental of wolf 
pitch. The tailpiccc then removes 
energy from that frequency at the top of 
the bridge, before it can get to the 
offending resonance. It is ideal because 
it simply augments the normal function 
of the tailpiece which is to act as a 
universal mini-wolf eliminator; without 
it the behaviour of all instruments 
would be much more irregular. There is 
a detailed account in my book The 
Violin l'.~r:plained 

All this raises a question on 
which I would welcome observations. 
About the only change with age which 
has been discovered, which might affect 
the behaviour of an instrument, is a 
decrease in the internal damping of the 
spruce. The change in damping may not 
be significant, but if it is, then in theory 
this should make an instrument more 
liable to ivolf and more difficult to 
control. 1 heard a Peter Guarnerius last 
year which when powerfully played 
produced a resonance pitch of its own as 
well as those determined by the 
violinist. Do those members who set up 
instruments find, for example, that they 
have more problems finding suitable 
tailpieces and tail lengths for old ones 
than for new? 
Prof. Sir James Beament. Cambridge 

The Tail of the Wolf 
1 read with interest Marc Soubeyran's 
arcticle ''Wolf Notes" in the summer 
newsletter, and I appreciate that Marc's 
intention was to stimulate debate. I 
must take him to task on one basic 
point, however: that of string length. 
Moving the tail piece as he suggests 
will not alter the string tension in the 
slightest, once the strings arc re-tuned 
lo their original pitch. The swing 
length (the distance from nut to bridge) 
determines the tension for a given pitch 
and vice-versa, so that moving the 
bridge forward will reduce the string 
tension after re-tuning to original pitch. 
Whilst the length of the string behind 
the bridge will not affect the tension, it 
will of course alter the pitch of the 
'sympathetic' strings between bridge 
and tailpiece, and this has been known 
lo help with wolf notes. 
In the case of cello wolf notes, I have 
found that the 'glue-on' type of 
eliminator suppresses the wolf very well 
if it is accurately placed, without 
shifting the pitch of the wolf. 

Chris Johnson 
Silcby 
Leics. 

PS r think what Marc and his family 
did to Piquc-Boufliguc and Jean de 
Floret was shameful! (Joke) 

Non-grit~v Madder Pigment. 
Re /?011 /Vilkinson 's rec1uest (issue 8 <>f tl,e 
11ewsleller) for a sol11tim1 to /,is problem 
of gritty madder pigment: the answer, 
quite simp(v, is a hall-mill. Twenty years 
ago //,ere was a ;,craze" .Ji>r polisl,ing 
pehhles collec1ed at 1he heac/1 and/or 1/,is 
purpose, a 11111chi11e was produced 
c:011sisti11g of a plastic or aluminium drum 
wl,ich was rotaled slowfcv on rollers 
driven by a small electric motor. Pebbles 
were placed in /he drum along with water 
and various grades of carborundum 
powder; the drum was sealed and rotated 
continuousfcv for a week at a time wi//, 
each grade o/ ahrasive powder, .Ji·om 
coarse lo ve1y .fine. Interest in sue!, 
aclivilies has w1111ed and I suspect that 
//,ere are now 1u1111bers of redundant 
pebble-polishing 111ochi11es lying.Ji>rgollen 
in cupboards, just wailing .for violin 
makers who wish lo grind pigment into 
varnish. Some of these machines are 
quite lmge and might he impractical .fhr 
our purpose, but t/1e wwller ones, wit/, a 
drum ahout the size <t/a Jam-Jar are ideal. 
Pebble polishers are still available .fiw11 
lapidmy shops, hut the smallest and 
cheapest I could/ind here in Norfolk cost 
[40. So, ji,/lowi11g up m, idea by John 
/\.lather and a prolo/_l'lJe by Peter love, I 
decided to make 111y own, using a small 
electric:/<111 1110/or, bits o/ 1\4ecca110 and 
sc:n111s o/woodji"0111 the waste hox: cost: 
f/2' 

lrm1is/1 one/ the d,y pigment (I give mine 
Gil i11ili11I qui ·k ''whizz ., ill {II/ ofcl co/fee 
gri11der/i·o111 1he ki1che11) are placed in a 

lightfcv lidded jam-jar together wit!, 1hree 
tojive large glass marbles. Twenty -.fimr 
hours or so <!l rotation will i11c:orporale 
the pigment into the varnish in very .fine 
suspension. n,e particle size will be verv 
small and regular - much smaller m,:1 
more regular, I helieve, than can he 
achieved with the traditional muller and 
plate glass, and with a lot less e.fji>rt. n,e 
result will be a completelv 11011-~riltv 
varnish of hrillia11t clarit_~. and L wi;h 
excellent br11sl,i11g and ,!tying properties. 
'l11e pigment will str~v in suspension quite 
long enough .fhr a coat o/ varnish to be 
applied to an instrument without the need 
for .fi1rther agitation: if the jar is leji to 
stand j(Jr a while tl,e pigment will of 
course, set/le out. However afew 111i11utes 
011 the rollers will readi(v re-incorporate 
ii! 

Ron does not make ii clear whelher l,e 
was intending the "red-brown paste ".f<>r 
varnishing hy the "glazing" metl,od, or 
whether he was going to bl~'11d it into 
varnish .fc)J· direct applicatio11. I should 
perhaps stress, therefore, that 1 have 
experience on(v of grinding madder 
pigment directly into vamish i11 the ball-
111ill. However, if a glazing paste of 
pig111e11t and li11seed oil is required, l see 
no reason why this could not be achieved 
hy similar 111ea11s. 

Eric ldawbey 
Norwich. 



Saddle shriukuge? 
,·l.fi"ii!11d showed me the rece11l copy of 

the BVi\lA llss11. magazine which I read 
wilh interest. I expecl you will probably 
get a 1111111ber of co111111e11/s 011 the same 
lines as 111i11e in response lo Di!1111is 
Plowrighl's lei/er aboul lhe movement of 
wood in inslrumenls.Dennis made /wo 
points. O11e was about the deformatio11 of 
the so1111d-post a11d lhe alteratio11 that 
occurs in sound-posl length. 1he second 
was about ebo11y saddles perhaps being 
"too good a fit" and cracks i11 the table 
bei11g caused by lhe saddles expansion in 
le11g1/J. 

A{v view is rather dijferenl ji-0111 
Dennis' in Iha/ 1 would not expect ve,y 
muc/1 lo11gi1udi11al change i11 wood once ii 
has been seasoned. 1 think both problems 
are caused by co11tinui11g 111oveme11l, 
no/ably shri11kage. across the width of 
i11slr11111e11/s. shrinkage continues lo occur 
i11 wood over lime 110 mailer how l011g a11d 
well it has been seasoned. ft is during 
initial chying Iha/ lhe majority of 
111ove111e11I takes place. The reference 
book I have, 1101 a wood technologist's 
handbook I have lo admit, says that 
"longiludinal (shrinkage) is insignificant 
in practice, only !% during the d1:ving 
process, radial (along the medullary ray) 
2% - 7% a11d ta11ge11tial (alo11g the a11n11al 
rings) 6% - 15%". The wide range of 
these .figures is because they cover all 
species o/li111ber.lflongit11di11al shrinkage 
is onfcv !% during seaso11ing how 11111ch 
cha11ge ca11 there he <f/ierwards? /11 
practice this is so small as lo be ignored, 
eve11 I suggest lo the .fit c~/ a so1111d-posl, 
crucial though lhis may be. There are two 
directiom c~l movement which are 
malerial, radial i.e. across the width o/ 

the i11s/r11111e11I and, to a lessl!r exle11I 
becaml! of the small qua11tifcv of wood 
involved, ta11ge11tial i.<'. through th<' 
thickness of table and back. Surely cracks 
i11 the table at the extremities ~/the saddle 
are caused beca11se the table has shrunk 
in width while the ebo11y saddle has 
maintained its length. A similar problem, 
parlic11/arly 011 much older instrume11ls, 
(or those made with improper(v seasoned 
wood!), is the phe11ome11011 o/ the lower 
bout ribs becoming "too long". I would 
arg11e that this is agai11 caused by the 
table shri11ki11g in width and the ribs 
keeping their original length. 

Regarding De1111is' remec(v of making 
the saddle a little shorter then I can see 
no problem provided it is not made so 
short as to be loose a11d cause a buzz. 
Ojien ajier repairing these cracks I have 
to trim the length <?l the saddle before ii 
will go back into its mortice. Tl,e 
cha11ging .fit ~l a sound-post can be 
a.ffected by a number of things, co11ti1111i11g 
movement of the wood and distortion 
through 1111-relieved stri11g tension over 
time plus an element <?l wear to i11side 
swfaces where the so1111d-pos/ bears 
being the most usual. 

I hope these thoughts are o/i11/eresl. 
Yours sincere(v. 
Afark Moran 
London W7 

Steamed Set1111.~ 
1 11111st s<~V that I was l,orrijied by the 
article on steamed seams. /11 lhi! .first 
place i/ one makes a prop<'r(v shot and 
rubbed joint, tl,ere is no need to cramp ii, 
and a lot <?l tl,e problems people have are 
due lo excessiv<' crw11pi11g. Second(v. 

applyl11g 111hat i11 ej/ect is hot water lo 
glue i11 a joint does not weaken the glue at 
all. And thirdly, (l there is a gap which 
one closes by making the wood swell, one 
will he luc!.y (l the wocx/ doesn't shri11k 
a11d pull the gap opi!II bi!.Jore 0/1(! has lime 
to stud the seam. It would be quicker and 
heller to 'start again· tha11 to make proper 
studs on the joint. (lone wants lo open a 
joint 011 1111varnished wood, app(ving 
industrial spirit will weaken the gl11e 
111i1/,0111 a.Jfecli1111. tl,e wood I have wrilli!n 
1111 article covering many such aspects o/ 
gl11i! wl,icl, 111i/l appear in the next issue of 
11,e Stmd It also is hosed 011 extracts 

ji'0/11 11,e Violin l:'.rplai11ed, 111hich /,as a 
lm;l!.e chapter 011 l,u111 glue works. 
Pro/ sir James /Jem11e11t J,'/?,",'. 
Cambridge 

Prele 
I was interested lo h •ar of violin makers 
use o/l'rele, or 1/orse tail, as m, abrasive 
.for smoothing wood I work at the V&A 
A/11se11111 as Se11ior lildi11g Conservator. 
I had read some lime a11.o. i11 old 111m11ials 
011 gildi11e,. ahcmt the use of Prete .for 
s111oothi11g gesso and bole, wl,ich are 
preparations for water gildi11g applied 011 

woal. On(v recently 1 tried using it 
myself, whe11 ohtained some i11 
preparation _/t)r a talk I was giving 011 
'French gilding techniques, with 
cu111pariso11s 10 li!cl111ic111es 1111!11lio11ed in 
/Vallin 's 177 J hook 011 n,e !Iris of 
/'11i11ti11g 'ildi11({ allll Vamishi11g '. In this 
book, l•-Vattin descrihes the tec/111iq11es and 
materials employed in these m·/s. I m11 

m1~v familiar with lhe gilding section. as I 
am 1101 .fluenl in Fre11ch, and have relied 
ve,y much on working thro11e,h the gilding 
section with various 1eople who are more 

.fluent, together, lwpe/iJ/(v, our 
interpretation is fair. 
/11 the gilding section as _/{1r as I a,11 aware 
I-Vallin dol!s not describe how lo use 
Prete, as I assume it was then a com111011 
a11d familiar abrasive, but he describes 
whal ii was used .for. Wat1i11 's 111a111w/ 
was reprinted in F're11c/1 i11 1975. 1herl! 
are origi11al editions at national Art 
Libra,y at the V&A. There are also many 
earlier 111m111a/s on varnishing there, that 
your members may or may 1101 be aware 
o/ 
I tried using Prete by the .Jiillowing 
methcxi; .first so.fiening the d,y stem by 
wrapping ii in damp paper towel and then 

.flat1eni11g the stem, and the11 using the 

.Jla1te11ed stem as one would use an 
ahrasive paper, and ii l1·orks ve,y well 
i11deed. At lhi! 1110111e11t the cost would be 
prohibitive .Jin· ge11eral use, though a 
_fi-ii!nd tells me she has sl!en pli!nty <?/ it 
growing wild, and in a rece11t gardening 
book ii was described as a weed 
(Eq11ise111111 arveme prl!_/ers d,y places 
while l!.'quisetum telematl!ia prl!_/ers damp 
places). Apparelll(v ii is also an ancient 
plant, a11d so I wonde,w/ !l it were a 
protected species. 
1 also purchased some 'whole cut pieces' 
o/ horsetail which seems to be the tops of 
lhi! plalll, as the lmger stem sold i11 
hwulles is 1101 present in the chopped 
pieces. Thesl! smaller pieces are too 
small to really ~pend Lim<' .flattening them 
in the way described as will, the stalks. 1 
assumed these are used in a bu11dle in the 
hand? 1 would he pli!asl!d lo have any 
jimher i1!formalio11 011 the uses and 
history <!/the plant. 
Talking <~l abrasives 
you had come across 



ahrasivl' cioihs, original(v sold io thl' 
aircraji i11du.rny'! Ille'}' cvme i11 ve,yjine 
iracks wi1/1 ligh1£v cushioned b{/cking {I/Id 
are w,yjil'.rihie. i i,(lve .Jc11111d 1he111 ve,y 
use/id 111 my work ji,r intnca/e smoothi11g 
where /){IJJC'r ahrasives soon split. 'fhl'y 
are desiinedjvr s111ootlii11g and restoring 
lransporl'ncy to c!C'ar aCJ:vlic, ( 'pll'xiglas' 
'perspex'). n,ere is a coarser range 
availahle .few metals. file.ff are 1101 
cheap, hut can he washed and re-used 
I thought they 111ighl be o/inll'rest to you. 
Chrisline l'owl'II 
I'&. I 

If 11"-r~I ~ f' 

.LIi u•l/.Jf' J ... 01yere11ce 

'/he Fri:11c/1 Associaiio11 •?f' /'iolin and !low 

,nuh,:;, .,, t/;e _,.:l_f,. ll)l// is organising ii ·s 
annual n1ccting and H'e u·ou!d like to 
welcome al! m ';\ f..! members lo join us. The 
eFen! will take place in .--lix /es Bains 
011 the 5, 6, ?1h of December I 997. 
There will he r1 co1!fii1'fi11r·e hv JI.Ir IVo~~:m,g 

Zumerer ahou/ violins of the German era, 
Afr. }.:Jam Grii11ke will talk ahout 1!,e 

German !Jow Making School of !,eipzig and. 

Preie/iwrsetail 
,IF Fitzpatrick, 
.'irl materials suppliers, 
1-12 C{/111bridge Iiemh Ro(ld, 
London, 1:· I 5QJ 
Tel 01717900884 

A.Jicromesl, 
I'. IV. l'roducts Lid. 
2nd Floor, 
66-6-1 High S1reet, 
/Jamel 
I lerts FN5 5SJ 
'l'el 0/81 -I.ff -1151 
Fax OJ 181 36./ 8992 

/Jerli11. and i\lr. Lindeman ll'ill tell us all 
ah(m/ his s11h1le ll'llY (f .filling 11/J w1 

i11strt1111e111. '/'here will be a11 exllihitio11 oJ' 
major German i11s1tw11ents 
Tile accomodation wiii cost FFU00. Yhis 
includes two nights in a douhie bedroom, aii 
meais, i>reakfc1sis and ieajiw11 i•1'iday 11ighi 
IO .._\'undllJ' l1111c:ltiir11t!, c:u1~/C!re11ce~-.. und 

c .. rliihiiiuii and j(ir ;/;osc Hho iu-rivt1 in tyo;; 

h4ore 6pm, 011 J,;·iday a /ms /i'(II/SfJOl'l/i'Oill 

/,_vo;; Sa:olaz to the /;o:c!, and a h::s 

transport /Or tlu)se H'ho ,u.:ed one ON Sundt~\' 
q/iernoon lo Lyon. 
For more inji:.IJ'malio11 a/>ou/ !his weekend 
1111,I mgistm/io11 coll. write or Jr,~. ;\,/nrti11e 

O11hosso11, Falk11ers1rasse 5, Ch-./00/ 
KISHI,. Phone: 00./1 61 261 ./6 ./2. J'ho11e 
or Vax: 00./I 22 320 0./ ./8. Closing dale 

will he 301/t. October. 

This N,wsktkr is print..-.:! and puhiish,-d by tho.: British Violin l'vlaking f\ssociation. CrnTc-spond,,1c..: and artick-,; to 
go to th\.'. Editoi. Sh\.'.m r-..-I.11.:kl.!y. 15 \V~ivcr IIous~. l\:dky Str..:~1.. LoiH.li-;n E 1 51-:S. Td/Fa:,No. 017 l 375 0273 

Conlrihutors to this Nt..'\Vsldti...'1· ~'\fll\!SS lh~ir own opinion and arl.! not th.."C1,..'Ssarily thosl.! of the BV~1i\. 

i\dv..:11ising Manag,·r. Paul Collins. 'lli..: Collag..:. Millhill Farn,hous". East llanniglidd Road. Sandon. 
Chdmsford. Ess..:x C1Vl2 7TF 

Ofiicers of the BV1\'li\: 
r"t1r-..; S0uh0yran. Ch~1i1111~m. 12 Atlas ~,k~vs. Ramsg,at..: Str1.;~L L"JiH.ton E8 2NA. Td N"'· Ot 71 2..: I 10G4. 

Fh,rian L,,onhard. Tr-,;os111\,r. (,4 Goldh11rs1 T "1Tac,,. I ,ond,,11 NWli 31 IT. Td No. O 171 (,24 0400. 
John Topham. SeLT0alary. 1141\lid Str.;d. South Nulfidd. Redhill. Surr..:y. Rill 4.111. Td No. 01737 X22:l41. 




