





























found their way into the clegant sctling
of this confcrence centre.

Visitors paid a fcc ($5 for a day,$20 for
the week) for admission to the
exhibitions, symposia and other cvents.
Thousands of enthusiastic professionals
and amatcur musicians, students,
tcachers. representatives of all aspects
of the carly music industry,
musicologists, scholars, collcctors and
makers and the general public came to
scc what's happening in the world of
carly music.

There were hardly any old instruments
fo scc. the exhibition was purcly
commercial and dealt  with  new
instruments only.  In order (o scc
original instruments onc was advised (o
visit the local muscum. The quality of
the bowed instruments varied. There
were gambas with carved human heads
and some with open scrolls. Most were
plcasing to look at, but the
workmanship on some occasions lacked
fincssc.

The exhibition rooms in the confercnce
centre came in different sizes and were
equipped according to the necds of the
exhibitor (tables, stages and chairs were
supplicd) 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, tablcs
(with curtains) and chairs being
provided. Light mecals and coflec were
served in the snack bar in the hall.
Besides the BEMF year book there was

plenty of inforniation sent out for the
exhibitors well in advance. There were
a lot of first time cxhibitors who darcd
travelling great distances to be part of
the festival. Costs were an important
factor, the organisation trying (o help
where it was possible, with housing
assistance, special air fares. discounts
on advertising and conccrt/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 cxhibition room in the hotel
was $720, $770, or $820. dcpending on
sizec (first time cxhibitors paid 10%
less).

The festival in Boston was an cvent well
worth whilc visiting. It was a plcasurc
to sce how well things were done, the
broad range of what is involved in Early
Music. There was an excitcment about
whom onc would meet, and what’s new
and different out there.

The Boston Early Music Festival is
‘the” event in the States for lovers ol
Early Music but, strangely, not all of the
spaccs were filled in  both the
conference centre and the Castle. T can
only hopc that morc people from
overscas will be encouraged (o consider
exhibiting in a trade show in the ncw
World. Come on over in 1999!

( Boston Early Music Festival and
Exhibition, Junc 7-13. 1999.  The
theme: Music of the Medilerrancarn.)

Edward Withers

Ltd
230 Years of violin
Craﬁ in Soho

Edward Withers Oil paintinge. 1830 believed to

be of John Frederick Lott i

Adam Whone

“Adam Whone's tribute to the Withers family is a labour of love which adds considerably to the library
of work published on the British violin making tradition”
John Dibworth: The Strad May 1997

A' unique and fascinating account, chronicling the history of the oldest surviving
vt.olm shop in London, incorporating much previously un-published material and
information on many of the famous makers associated with withers such as the

celebrated John Lott IT and Charles Boullangier,

Over 70 Black and White Illustrations and 16 Colour Plates.

}’fice per book £30 plus postage and packaging of UK £3.50: Europe £5, others £10
T'o order your copy pleasc fill in the following form and rctum it to:
A.Whone: 86 Mill Hill Road, London W3 811 or telephone 0181 992 0619, Fax 0181 992 8891

I;‘EDWARD WITHERS LTD ~ 230 Years of Violin Craft in Soho”
ame

No of copies
Address

Post code

Telephone

I enclose a cheque payable to Adam Whone for £
Or, Please charge my visa/Mastercard:

Card No




String Technology

In issue 8 Michael Hill reported on the Christophe Landon exhibition in New York.

As part of the exhibition Norman Pickering,

of D’Addario strings, delivered a

lecture on string technology. Here is a sunmnary of that talk written by Aichael [1ill.
( [ have to admit that the programnie notes for this lecture did not whet my appelite,

but I was to be pleasantly surprised - M.Hill)

Since strings have been made for
hundreds of ycars 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
duc to the advent of the high speed
computer. We still cquip bows with a
combination of natural horsc hair and
larch trec resin. Many people belicve
that the horse hair works because it has
a rough and scaly surfacc that grabs the
string to make it move. This is not the
casc. Try to play a violin with brand
new clean hair and brand new strings.
Hair by itscll does not have cnough
roughness to excite the strings (under a
magnilying glass it appecars as a smooth
and shiny material.

Bow pressure

A popular misconception is that by
applying morc bow pressurc you will
produce a louder sound. If the distance
from (he bridge is absolutely constant
and the velocity is constant, with morc
bow pressurc all that is produced is a
rougher and flatier tonc that sounds
harsh causing the pitch to lower. With a
sound meter a very similar db reading
will register with very diflfcrent bowing
pressurc. The bow pressurc is very
critical and wvery bard to control
Bowing action works not becausc ol the

roughness of the hair but becausce 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 (o a magnecl.
I'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 plasticiscrs)
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 {ly off all over the violin - this
is because the chunks are 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 finc dust to form on the
violin. Only the trapped rosin will
actually do anything,

When you draw (he bow, in a matter of
milliscconds, the rosin will warm up (o
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 rcbound and catch
again. this cycle repeats itscll many
times a second according 1o thc
frequency of the string causing a

‘bond-brokcnbond-bond’. This is what
keeps the tonc alive.

Temperature

Establishing the ecffect caused by
tcmperature is a critical thing with all
bowing. All that is lcarned [rom bow
velocity, distance [rom the bridge and
bow pressure becomes nothing more
than an cxcrcisc in maintaining the
right temperature at the point where the
rosin is sticky cnough to pull the string.
Too little pressurc or a too rapid bowing
will causc the bow (o grab the string,
not permitting it 1o releasc properly,
this will flatten the pitch. Instead of the
normal [requency for that string being
produced. the string is being held a
{raction longer. With cach cycle being a
little slower the pilch gets flatter. As
vou get nearcer the bridge the string gets
stilfer both laterally and vertically so
you have to press harder with the bow
and probably slow the velocity down a

bit. this mcans that you need a stickicr
bond between the bowhair and the
string,.

String Rotation

When you bow the surface of a string
you arc not bowing at it's centre of
mass. In addition to moving the siring
sidcways you arc also rotating it. A flat
slack string is almost unplayablc
because when the rotary motion gocs
down to the top saddlc and back again
you don’t know il (he string is rotating
with you or against you. Each strokc
becomes rather problematic. This is the
rcason for the development of the wire
E and the silver D string. The diameter
ol the wirc E has been reduced by 1/7 of
the old gut E and the D string wound
with silver has hall the diameter of the
aluminium. The devclopment of strings
has comc a long way in the last 50 yecars
aided by sophisticated computer
science.
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The Treatment of
Objects Affected by Pest

Attack (The “Thermo Lignum R”

Proccss). Michacl Barrington
The following article first appeared in
Conservation News, the magazine of the
United  Kingdomn Institute of
Conservators. The use of this process
on musical instruments may not be
viable but the basic principle behind
the process is worthy of mention and
may have future 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 lcast
people friendly; it docs not involve the
usc 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 to below that achicved by
other fumigation processcs. The
Thermo Lignum process is based on the
simple fact that a temperaturc of 52 deg.
C kills insccts. The tarvac of the insccls
are denatured through distortion of their
protein and dic inside thc material they
populatc.

Briclly the process involves:-

1. The determination of moisturc
content of an object o be treated with
the usc of a protimeter type moisture
meler.

2. The placing of the object in a
chamber together with any other objects
of moisturc content within a 3%
bracket.

3. Raising thc temperature of the air
surrounding the objcct 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 thc composition of the
objects and the volume of material to be
trcated.

4. Controlling the relative humidity in
the chamber throughout the trcatment
time to keep the moisture content of the
object comstant. This is achicved
automatically by an appropriatcly
programmed computcr.

5.  Gradually lowering the air
temperature in the chamber (o ambient.

Different woods

The majority of Thermo Lignum’s
rescarch has been directed at wood. The
relationships ~ between  air  RH.
tempceraturc and the moisturc content of
the wood was determined through tests
on Sitka Sprucc (Picca Sitchensis) of
weight 27 lbs/cu fi. Specific Gravity
(SG) 0.44. 1t appears (hat through
further research these relationships arc
representative of the scasoncd woods
commonly used in furniturc c.g. Scots
Pinc 26lbs, SG 0.43, Lime 35-381bs, SG
0.56-0.62, Walnut (Europcan) 40-601b.
SG 0.64-0.74, and Oak 453-32lbs, Sg
0.72-0.83. Surprisingly there arc no
figurcs for beech. 1t is questionable
whether deteriorated samples of thesc
woods (rotted or waterlogged) would
react similarly. The process has been
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tested on vencered. inlaid. painted and
varnished furniture without adverse
effects.  Therc is apparcntly no
deterioration in animal glues.

In the abscnce of specific tests
we are sceptical as to whether the same
encouraging results would be obtained
from the t(reatment of janmanncd.
lacquered and gilded furniture and also
furniture containing widely differing
materials such as boullework
(tortoiseshell and metal) and leather. In
respect of mctals used in furniture
decoration there is in our minds doubt
as to whether glue lines might be
adversely affected because of difference
in coefficients and cxpansion. Such
effects might well not bc apparent
instantly but rather more likely over a
period of time as objects adjust after

Samples available by return

ARNOLD AND GOULD LIMITED ‘
HORSEHAIR FACTORY, BELLS LANE, GLEMFORD,
SUDBURY, SUFFOLK, ENGLAND

Tel 01787 280343
Fax 01787 280086

their treatment. Only experience will
tcll and tests on objects of composite
construction are urgently needed. There
is also concern about the effect on
materials with a plasticity 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 we
have not yet scen 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 which
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 50deg.C
they might shrink markedly. The
change in protcins on which the process
is based may raisc problems in the
treatment ol not only lcather but also
natural  history  specimens  and
cthnographical  material  containing
animal parts.

At presecnt Thermo Lignum cnvisage
items being transported to  their
premises for treatment or the leasing of
cquipment for site work; the latter being
cspecially relevant to the treatment of
collections. Costs have yct to be
publiciscd.

An interesting uture development

being considered by Thermo Lignum
is the inclusion of the options of oxygen
reduced  trecatment (less than 1%
Oxygen in Nitrogen) at 36deg. C and of
‘[reezing’  as  additional  treatment
available in the same chamber.
It scems that the Thermo Lignum
process has considerable potential in the
treatment ol wood although, on present
cvidence, this may, so lar as furniture is
concerned, be limited to relatively
straightforward itcms of homogenous
timber construction. The treatment of
furniture containing non-wood
decorative materials needs considerably
more cvaluation.
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The Violin Explained

Written by Prof. Sir James Beament
Published by Cambridge  Universin
Press. Reviewed by Alan Seago.

The mstrument maker and the physicist
inhabit very different worlds. Whercas
the study of acoustics is a science.
bounded bv theory and the laws of
physics. the work of the violin maker is
an art. the skills of which have 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 luthicr may fecl none the wiser. or
that he or she has Icarned little that is of
practical valuc in the workshop.

The bridging of this gap between
theoretical  physics and  practical
lutherie is onc of the objectives of this
book. and much of it is taken up with
the role that physics has to play in the
building of instruments. Becament
makes the point that the sound of a
violin is as much dependent on the
plaver. as on the propertics of the
instrument  utsell: the idea that the
qualitics of a 'good' instrument are
dircctly traccable to a set of measurabic

and unvarving phyvsical quantities is onc
that 1s rightly given short shrift.
However. although it is unlikely that we
will sce oscilloscopes and  spectrum
analysers taking their place alongside
more traditional tools in the workshop.
1 think it is overstating the case to say
that science has nothing of value to
contribute to instrument making,

This cavil aside. this is a very
informative and well writien book. The
author sets himself the task of
explaining concepts like vibration and
resonance  without  recourse o
mathematics. and succeeds admirably:
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
tailpicce, and of the violin body as a
whole. Topics such as the bow and the
bowing mechanism, the bridge ratio.
and cven the vexed and complicated
question of what causes the wolf tone
arc described 1n a style which is both
clear and accessible.  Something which
mayv be of particular interest to the
reader 1s the discussion of the work of
Saunders.  and  his  comparative
measurcments of the responses of 'good'
and 'poor violins. (I noted a small slip
on page 85 about the air resonance - it





















