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Foreword

Credits:
Credit to ThoseWho Contributed:

First, | want to give thanks for myonderful wfe, Ann, who offered her love, patience,
support, and faith, belia@wg that the things | have attempted were worth doing.

Second, for my friend Jake Jelley, who saw in meptitential; thdr aw mat er i al s ¢
necessary to become a luthier. He gave time, materials, tools, booksfaiidgly
friendly support and encouragemt.

Finally, for a host of teachers, some now dead, some still alive: Some have made it clear
theydo not want to be namedo | will comply with their wisheNeverthelessif you

are one of my teachers, and find yourself alluded to in these linesgdteasv that do
appreciate you and deeply respect your expertise. | especially appreciate your kind
attention and patience as you helped medm to seeand to bring my dreams to

fruition. To those who have passed on: | sincerely wish you were hshar® my joy.

Disclaimer:
ADes cr mopPtrievsec,r i pti veo

When | was irschoo] a writing professor made a point of distinguishing the several

types of analyses available in Technical W
directions for assembly, lauilding code, or something similar, theprascriptive

analysis would be appropriate. But since | am writing a report of something that actually
happeneddescriptionis the appropriate thing. | am tellimp one what theghoulddo.

Further, a descrigih can be eithefiormal or informal, in varying degrees. This book is
aninformal description, with sufficient illustrations to allow the observer to find
information that was not necessarily spelled out. (If you need more, please call me.)

Thi s bShawkandiTeldb ,i in the most innocent sense:
this particular instrument was made. There are some parts that may seem too vague, if

you are looking for a stepy-step instruction manual, and others that may contain detalil

you donot find interestingT h a t 0 Isfe i©dkdckfull of things that may or may not

interestus and thingsve mayor maynot like. This issimply a slice of life.

|l make no attempt to instruct anyone as to
doshare things | have learned. | also make no attempt tohoide did or accomplished
anything. Il f you find it helpful, i nspirin

Bl essings to all é Chet Bishop 2015



Usual Order of Operations in Building a Violin/Viola, etc.:
(This ismy usual flow of activity, in making any instrumenthermakess may vary)

Choose a design.

Make the templates, from personal design, an existing instrument, or drawings.
Use the main template to make-p&t(or onepiece) corpus mold.

Cut and install the blocks.

Prepare the ribs, by sawing, then planing, scraping or sanding (or all three).
Bend the ribs and install them on the blocks (several steps).

Prepare, install and shape the linitfiyent only, for onepiece madls).

Use sanding board to flatten front and back of gar(aed items #7 and #27)
Prepare the plate stock (beolatch and flatten inner side).

10 Use the completed garland to establish the shape of the plates.

11.Cut the plates exactly to size, filing and sagdexcept the button) edges.
12.Begin the outer arching, including the (exact) edge thickness.
13.Complete the outer arching, using the arching templates.

14.Begin the inner arching/graduation.

15.Complete the graduation using a graduation map.

16.Complete the chamh, and the final scraping outside

17.Complete the final scraping inside.

18.Cut the fholes, install the bassbar.

19.Install the front plate.

20.Install thefront purfling.

21.Complete the neck and scroll.

22.Cut the neck mortise.

23.Temporarily install the fingerbodrand nut.

24.Install the neck.

25.Levelthe back of the garlan@ee #27)using the sanding board.
26.Remove the art(or onepiece)corpus mold.

27.1f using a onepiece mold: install back liningshenlevel the back of the garland.
28.Install the label.

29.Installthe back plate.

30.Install thebackpurfling.

31.Remove the fingerboard and varnish the instrument.

32.Install the sad@ and finish it. Reinstall thénfgerboardand dress it.

33.Fit and nstall the soungbost.

34.Fit the pegs, nut and the bridge.

35.Install the fitings and strings, setp the violin

36.Play it for final adjustment of bridge and sovpaist.

©CONOOA~WNE



Introduction

fGenesi® of the Oliver 5-String Design

About five or six years ago, | was part
Maker s6 Showo niversity, MaMest LLinh, Oregonh. | was sitting next

to a master violin maker on my left, and there was a gmtdeer on my right. My

wife sat with me, and we fielded questions and encouraged visitors to play my
instrumentslt was a very educational dagr me,as | observed that the people

who were interested in the master instruments on my left did not even glance at

mine (which was a little discouraging at firsbut, the people who were interested

in mine did not glance atis. | was evidently fittig into afiniched of some sort.

A lean,quiet,seriouslooking fellow came bythe last day of the showand looked

at the violins and violas. He pickedupala4 80 vi ol a with doubl
admired it, declang that he liked the texture of my wofg&ome do not), and the

fact that one can still see and feel the waather than it being so mirramooth

as to feel like plastic. Then he started asking questions:

-

Have you ewsetrr immagd ef iad dfliev?eo

What would you charge to make one?b90

)]

How hmextra do you charge for doubl e pi

-

AWhat woul d vy o ufivestringdconmparedrioeamegulayvioloth a

| was starting to get the picture that tfreow was really interested in a fixaring

fiddle. | asked him a few questions as iwahd he emphasized thatWwanted it to
fitinaviolincas&é he di d NOT want an oversized i
thatpossibhae 150 viola with five strings woul
string soundl still think it might, but he wasery clear on what he wantgd.

The man identified himself as Cliff Stansell, of Southern Oreggat his contact
information, and after some thought, decided to build my firstdtviag fiddle on
speculation, knowing thaih the endhe might not want iafter all

| had an old fiddleback that | had salvaged from a student violin of dubious origin.
The violintop had evidently been stepped, as it was irreparably shattered, and
the only piecavorth savingwvas the back. It hagrettywood, and seemeddaood

to throw away, so thiseemed as goatime as anyo build a violin on tiatback.



Theoriginal purfling was not very good, and the man had indicated he liked double
purfling anyway, so | painstakingly dug out all the old purfling, anrshséalledmy

type of purfling, as well as switching to dougerfling and adding a purfling

weave, in the gradefdelisof orm of a modi fi

| wasprettycertain that more interiair volume would enhance the<iring, so |
made the garland about 5 mallér than usualand, like a viola, they were not
cambered, but stayed the same height throughout.

| designed a scroll with add@e@gboxlength(about 20mm extrdpr the additional

peg, and planned a taller bdsar, to support the extra pressure onlhss side.

That was all | could think of in terms of changes, Soressed oh and began

sending progress reports to Cliff, hoping he would return to the show the next year.

Cliff did return, and for two days, he was nearly ahé/ person who got to pla

that fiddle. He took it into the hall and played it for a long time, then wouleecom

back and get a different fivgring fiddle from another maker, and play it for a
while. Then hedd come back and get mine
decidedfor sure thahe wanted the fiddle, arfteand his wifegave me a check.

| went home and immediately begamnotherfive-string,because Cliffit turned

out) wasa professional fiddler, arae told me he had students who might want
one, too. The second envas even better, and it sold immediately to a person who
showed up at Marylhurst the next season. By this time, my Aifa, was urging

me to specialize in-String fiddles, but | really wanted to keep buildaythe
violin-family instrumentsSo | told hethat | would continue to build whatever

was selling(And | do)

But that was the beginning of the Olives5t r i ng f i ddl eséand t he
better( By t he way, AOlivero i s simply my m
father and gr alyitddal mytpersogabdasthnsl) ap p

Here are a couple of pictures of that first fsteing fiddle:
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Chapter 1

Five String Fiddle Beginning

A fellow approached me a few months back, asking whether | could build-a five

string fiddle of some exotic wodtHawaian Koa)which he had bought almost 33

years ago, and which he had hung onto all this time. Of course | am delighted to
make an instrument that iIs special to a

Wood

Here is the wood (Nice stuff! | can see why he hung onto it!):

-

- i SRS
The wood from which this fiddle will be built.

The neck, back and ribs will all be cut from this block. Actually there will be a fair
amount left over, so | will try to use it in an efficient manner soweatan use the
scraps for something nice, tochd front plate will be spruce. The blocks and

l i ni ngs a rdeat swe Whiclospetific variety.

| had already made the mold and templates, and used them for earlien@amsu
In this particular casgseepage iv,item 27 | am using a onpiece nold, and
removing itbeforeinstalling the back linings.

1



Templated Patterns

Here is how the pattern will fitvith lots of room left over:

» , Pr—
Plenty of extra from which to cut H&tock.

The section from which the back plate will be cut will be sawn intogigces,

eachto behalf the thickness of the original block. The two pieces will be glued
edgetoedgeps t hat t hey arhatisfokaytioelstraght edheeold 0 @ T
the mold template will become the centerline of the back plate. (I will show$phot

of how it is done when | get to that part.) The same thing will happen with the

spruce for the front plate.

Progressand Plans

The five string fiddl e -wtidpatiegn&So,bheai | t t o
first thing | needed to do was to cut thigstock using a bandaw. (I sliced them

off at 2mm thick, later to be thinned to 1mm thick before bending to shape.) | also
cut willow blocks for the four corners and the two ends.

Willow is usaahbycemyp fiwooldi ni egdgtsutsand bl
easily andends easily. And when | cantke taper into the linings by hand, after

they are glued in place, it is the easkemtving wood | have seen. Of course, that
depends on the variety of willow: Someone once gave me some curly widlow fr

a decorative tree they had pruned. It did not vaidl well. Weeping willow

seems to be my favorite, so far, though there are several other varieties that work
well, too. Obviously, Weeping Willow does not show up in lumber stores: | have

to watch after wind or snow storms, and see if people have lost any large branches

in their front yards. They are happy to have me haul the branch(es) away, and |

c ounfoundttr efasur e. O



Ribs and blocks with wobd and patte'rns

Then | needed to glue the blocksarihe mold, and mark them for their outer

shape. This shape will be the inside shape of the ribs, and the blocks will become a
permanent portion of the finished instrument. The mold will be removed as soon as
the rib structure is safely glued to the frptdte (not pictured here.) Once the glue

was dry, | laid the moldemplate on the centerline of the blocks, and scribed

around it with a pencil.

Blocks glued into the mold, and marked for shaping.i ght i ng wasndét too



Shaping the Blocks

After the blocks were marked, | was ready to begin shaping them. | really only
want the center curves shaped to their final profile: the rest of the corner blocks
need to stay a little thick, so as to guarantee they will not deform when | am gluing
and clamping tl center ribs in place. | went ahead and shaped the end blocks as
well, using a bandsaw and spindle santtesugh in the past | have used gouges

C-bouts and end blocks shaped to recéexibs.

Herebs a side view of the same thing:

Blocks and Mal, side view.

Once the center ribs are bent to the correct shape, | will glue them to the center
bout surfaces of the corner blocks, and after the glue is dry, | will shape the outer
surfaces to receive the upper and lower ribs. From that point forwaiid,begin

to look more and more like a violin.



Chapter 2
OnelLongDa y Werk: Good Progress!

A Day off from Work means alL ong Day on Lutherie!

| got up at 5:45 AM (usually | get up at 3:45, so this was luxury), had breakfast,
watered some fruit treeshecked email, and got to work. | knew the outbuilding
shop where my power tools are/as going to get hot very rapidly today (99 deg. F
predicted, | think), so I did all | could do out thenhile it was still cool, then
worked in the basement shop for tiest of the day.

1. | took those rougtsawn ribs and thinned them to 1mm all over, using a
fixture | made for my oscillating spindle sander (one of the few power tools
| use), and cut out the neck block using my small bandsaw. | have a large
bandsaw for cuittg up large pieces of wood, etc. That is what | used to
divide the back block into the two pieces to be joined at the back center
seam (next.)

2. | then cut out the back and front plate pieces, and jdimea, book
matched, so that the grain is nearly syetmcal bilaterally, both front and
back. It wasnot easy tdaiswmall hangmeme |
to flatten the edges until they fit nearly-&ghti definitely lighttight. | have
a larger plane but this wodthe koa)was so wildthatit required a very
low-angle plane, set very light, or dreout, at all the curly grain.

3. | glued the two halves of the front plategether usingpot hide glue, and,
while it was drying, | cut the ribs to the correct widths and lengths for each
of the six peces, planningheadas best | couldo get the grain to line up
appropriately at all junctions.

4. Once the front plate was dry enough to remove the clamps, | glued up the
back plate, in the same manner. Some people get a greatjoentesing a
rubbedjoint method. | have done it that way, but | am more comfortable if |
add three clampafter | do the rub.

5. While the back dried, | planed the front plate to get it more or less level
across the inner face.



6. | took the neck blank and laid out all the measuremamis and began
shaping it a little while | was waiting for other thinigsdry.

About 11:00AM | decided | was hungry, so | had a salad and some coffee, and
thentook a picture of the work as it stood:

-~ -
STeA L

,-.' " -
All the wood in progress.

Back to Work!

. I dri | | ehdlesin/th@ sgrolpbiotk dot the pegs. When | drill them
early, like this, I can use the drill press and get the holes perpendicular to the
center line. My teacher does not do them thisiwag/ says it risks sags in
the varnish, antleadwocates drilling after all varnishing is complete. (He is
probably right, but | can never seem to drill the holes correctly by hand, so |
will risk the varnish issues.) | was right about working early in the outside
shop it is really getting hot out themow.

2. | used tle small bandsaw to cut the sidbeek excess wood off the pegbox,
and trued up the heel where it was too long. From here on out the scroll will
all be handwork.



3. l used the electric bending iron to bend all six ribs, as well as the front
linings. | will have to make some more lining stiothkis was all | had for
the moment. Fortunately they are easy to make. The linings add strength to
the edges of those 1mm ribs, which are otherwise extremely fragile. They
also triple the gluing surface tife rib edges, so the joint between the ribs
and plates are much more secure. | try to get as much done as | can while the
iron is hot, and then turn it off; for one thing, it takes about 20 mértote
heat up: but also, if yokeave it on, and then forgitis hot, you can get a
bad burn(l keep mine at about 400 degreesNy bending strap is a strip
of aluminum spiratcut from a large beverage can | found at work.

4. | installed the Gbout (center) ribs, and glued them in place with hot hid
glue, using winecork clamping cauls (donated by a friend) for the small
radius upper corners and brodrandle cauls for the lower corners. (This is
really going to be a pretty instrument. The wood is gorgeous. | hope it plays
well.) The upper and lowesurfaces are an even larger radius, so they will be
clamped using a section of | arge woo
photos of these steps. Wasnoét thinki

More Pictures

Ribs and linings bent; Center ribs instdl; upperand lower cornr surfaces shaped; Scroll bedi¥es,
the | ower ribs arldipoditt nonéedebacnkwar déat e



As you can see, the ribs sprang back quite a bit after being bent. | should have
thought ahead and prepared a block to tivaicclamp them while they were

waiting to be glued in placeelvenalreadyhavesuchablockt j ust di dnot
the springbacktobesoseveret di d not make much diffe
was not too difficit to form the ribs around theotd.

Closeup photo of thel Geckiohdg épatettlyi s opgihntatleasiut t hat
they dowhenl carve them.

- o ‘ N 4
In this photo, you can see some of the layout lines of the pegbox. The wood is so dark that the pencil lines

are had to see.

8



As you can see above, after the glue was dry on the center ribs, | worked the final
shape on the upper and lower surfaces of the corner blocks to ready them for the
upper and lower ribs. Then:

1. linstalled the upper ribs, and, while the glue wasnd) on those ribs,

2. | worked some more on the scroll. At this point the simplest way to begin
removing excess wood is by cutting from the sidetoia pointvery near
the layout lines for the scroll volute (the back of the scroll.) | do this by
clamphng the neck to a workurface (in this case a Kgmard.) and carefully
starting the cuts, one at a time, spiraling up the scroll from each side.
Usually | can then remove the waste wood with a knife or a flat wood
carving chisel, but the grain in this wabes far too wild for that so | had to
try to follow the cuts around the scroll with tpell-saw, then do the final
cutting with sharp gouges and small plafids only other wood thdias
forced me to do such a thing was a viola scroll | carved fromentayl
wood. Burlwood grain is about as wild as it gets.

Wood Removal.

9



Meanwhile, the glue was dry enough that | could remove the clamps from the

upper ribs and install the lower ribs. When the lower rib glue was dry, | installed

the front linings. These little spring clamps are really handy. | got them on, a sale

once, at Home Depot, for about 37 cents apiece, if | remember correctly. They are

just right for this sort of workand | bought over 100 of them;l] eaned O6em ou

Home Depot for that day

Ribs and |l inings al l

10



/

The glue is dry enough to hold, so | am removing the clamps. Here you can see the linings @ontraste
against the dark wood of the ribs.

All front linings visible, here. They will still need to be shaped (tapered and scraped smooth) before the
violin is closed up.

| had been working on the scroll between other tasks, so it is coming along, too,
but | am getting pretty tired, so this is about as far as | expect to get tonight. Here
are a few more photos:

11



This is difficult wood to work, but the scroll is progressing in satisfactory manner.

Other side (Treble side.)

12



And, the back; barely begun,thyou can see the Volute beginning.

And that i s it If drhidaddchdight!Itligid:d5PMi r ed é

Thischaptef t aken fr om o0 n ewadanlyidtended & kshow thagit p o s t
is possible to get a lot done in a fairly shorttime.a n 6t do t hat ever:
because | get too tired, and my hands begin to huttpartly (mainly) because |

still work a full-time job as | write this, and simply cannot have all day to myself

like this very often.

Furthermore, families are more portant than fiddles, so | would not put in this

long a day except on rare occasions. That was somewhere between 16 and 18 hours
of work. | know people who could reliablyrank out a violin irthe-white, at a

professional level, in 40 houssr | e s sy arb now wellelstablished makers,

and see no reason to push themselves in that manner. | am older than the average
newcomer to the field, and am still not weitablished, sojusthave to do what |

can do. | have never actually recorded the workimg for a single violin, but |

think it is right about 100 hours, for nfeerhaps | will get faster with practice.

13



Chapter 3
Arching and F-holes

In the kstchapter | had traced and cut out the top plate,, aatually, | began the

work on it, thinning theplate to the desired arching heighbut that is when |

discoverd that there was a bark inclusion that extended right through the upper
bouts. So, -&ypedbderiecmsneng yoa, Wz naiicihat the grain

has ¢ h¥ep!t sutkly hagd(Toobadtocel | i ked t he grain
the plate | first chose, but it turns out it was just a lttilzinteresting)

So, on this plate, all | have done is the outer arching and the layout and incision of

the tholes. After completing the archingit before final scraping, | laid out the

di stance from the upper edge of the pl a
stand) at 195 mm, then laid out the distance between the upper eyes at 42 mm. |

used alearplastic template that | made yeagodcut out of an old flexible faee

shield the kind welders use when they are grinding steel) to lay out the shape of

the holes, then incised them deeply with a thin knife. They would have been

virtually invisible in the photos, so | traced them agairhwitsharp pencil after

incising them, so that you couddisilysee them in these photos.

Arching complete -foles laid out and incised.

14



Arching: Final Check

Next | checked the arching by sighting edgays at the plate, to see whether the
main stem of ezh f-hole is fairly parallel to the riplane. Usually I find that | have

|l eft the arching a |little too Apuffyo
f-holes and need to plane away a few more strokes to get the stems lined up. |
dondt tobks af the fioleseare the main issue, Hetke shape of the

arching is fairly critical to the sound, as best | can understand, and this is just a
Amar kero for me to check.

Checking to see thathfoles are aligned with rilplane.

Obviously, this alignrant is something | have to do before | try to complete the
inside carving, or there might not be sufficient thickness left to do the final
adjustment. | try to estimate and get this area as close to correct as possible before
laying out the fholes, but have had to adjust them at least a little, every time, so

far. | try to make the arching of a fivaring fiddle a little more like that of a viola,

to enhance the-Gtring sound.

After | am satisfied with the overall shape of the arching, | use scrapexdiice
all the lines and ridges left by the finger planes into a smooth continuum.

15



Graduation: Beginning the Interior

Once | have the outside arching the way | want it, | can start on the inside, and the
final graduation of the plate. | hold a pencihny fingers so that about 9 mm
protrudes onto the plate, and then run
precise about it: it is just a guideline for carving. | want to leave this area
untouched until the last bit when | am scraping the inside, befoedlimgtthe

bassbar. | use the same template that | use for the final shape of the end blocks to
scribe the shape of the area to be glued to the blocks. | scribe in thelxtockser

with a curved scraper that just happens to fit the shape | want. Adiutes

perimeter area will be left flat until the last step before installing the bassbar,
and/or installing the plate on the ribs. | want just the gluing surface flat when | am
ready to install the plate.

Inside carving plan.

Preparing for Graduation: Me asure First!

It pays to use a caliper and check the thickness all over before beginning to carve. |
do have a mental image of the desired shape of the interior, bubk Have a

mental map of the thickness of the plate, so | measure at least théhatedhieady

feel pretty thin to my fingers, and decide how much should come off in each area.
As it turns out, this time, no areas are really borderline, but some are within 1.5

16



mm or so, so | will be careful around those places. | am aiming for aboun3.5

down the middle, fairing down to2mmin the upper and lower flankand a few

places 2 mm, very likely. I will try to leave some areas a little thick, where there is

a likelihood of crackingsay, above and below thdnbles, for example)put in

gerer al |, | expect this wildl be a pretty
| have had good results with in the past), so it can stand to be a little thinner than
usual.

|l have spent a | ot of time | édschemesg at o
by which to achieve whatever it is they waahout of their violin. And | have
lookedat maps of Aol d mastero existing ins

patterns of thinking that seem to work, but | would strongly suggest to anyone else
that they spenthe time looking, listening, antienmake the decisions
themselves.

Il am intentionally vague on this point,
thing | have tried in the past is to mi
the detailed tehnical drawings supplied with most (not all) of the posters from

AThe Strado magazine. The problem with

instruments show graduations that goée thin, making me wonder about the
accuracy of the measurements, atlittla scared to consider following that path.

A great deal ultimately depends upon the density and stiffness of the individual

piece of wood being used. In this particular book, for mstathe specific Sitka
sprucechosenand the Hawaiian Koaf couise,were very dense, stiff wood, so |

made my graduations proportionately thi

Lacking something better to offdrguess | can sayido your homework, buy the
best wood you can afford, and make a lot of instruments to find outwanlas
best for youGood luck with it allo

After the inside is carved and scraped to my satisfaction, | will complete the
cutting out and shaping of théhbles, then chalit and install the bassbar. | will
includephotos of all that process.

17



Chapter 4

Graduation of Front plate
Measure First

Graduation begins with measuring in the spots where it already feels a little thin, so
as not to make a fatal mistake and carve right through the plate. (It happens!)

Once | know where | am free to carve, and whereed to take it easy, | begin by
carving crosgyrain with a mediuntarge gouge. | check periodically with a caliper.
When it begins looking closer to the right shape inside, | measure again, and
double check thosiéspecial spots.

Beginning graduationysing a gouge.

Then | go after it with a toothed fingptane(next photo) This is really just an

Ibex 18 mm fingeiplane with a toothed blade, and a wooden handle added to save
my fingers. | originally added that handle to keep from blistering my fogefi

and thumb, as | had done so on every single instrument up to that point. (That was
my #16 instrumeiita cello.) | was surprised to discover that it also gave me much
more power and control so that | was able to set the blade deeper and carve much
moreaggressively, taking off much thicker shavings.

18



Using a Toothed Finger Plane to further the Graduation process.

Once it is smooth inside, and within a millimeter or so of completion, | switch to a
smaller finger plane and cut more gingerly, until @liswithin a few tenths of a
millimeter of the goal thicknesses, and then | finish with scrapers. Here is how the
plate looks at that point:

Graduation nearly completédhe skewers are only there to create shaslewthat the contr will show
in the phoograph.

19



Another view, at a lower angle. There are still a few lumps to smooth out, but the graduation is
essentially complete.

Usually, by that point, | am beginning to see the interior of thelds, too,
because, as you may recall, | had incised thestty deeply. Once the inside is
complete, I finish cutting theloles.And that is wlat | will show in the next
chapter.

20



Chapter 5
F-holes and BasBar

F-hole Dirill

We had just completed the graduation in thedaapter Usually, by this point, |
am beginning to see thaterior outlinesof the fholes, too, becausencisethem
guitedeeply. In this particular case, | could just barely see some poriohs
guess they were not as deep as | thought they were.

Once the inside is complete, | finish cutting tHeofes. Many people use a

jewel er 6s saw, a fr et s aw;holes.rlgeneraltyguptuseg s a
the knife, except thatdo have a special tool for cutting the round upper and lower
eyes. I di dndét t ak dutheregrespmbpcturesfromaah it t h
earlierinstrument a cella

F-hole drill being used to cut the lower eyes on a cello.
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F-hole drill with completed eyes and auit plugs.

F-holes Completed and Clean

Just gettingtheh ol es cut i1 s only part of the jo
and relatzely symmetrical. | will keep touching them up afitdreakingd them
until the day I begin the varnish, most likely, but here they are; close to being

complete put not completely done.

F-holes essentially complete.
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By the way, you may have noticed thattbis instrument (and the last grifeyou
read my bloggl purfledafter installing the plates. | was taught to purfle early, but
| always had trouble getting n@dgeoverhang even, argettingmy purfling

parallel to the ribs. Sbtried purfling afterclosing:it works fine and looks better.
iDi fforemt | sguekessg.

Bass Bar

When the fholes are complete, and clean, | can fit the ds@ssThe basbar is a
spruce bracsupporting the bassde of the bridge, and providirigr a good sound
on thelow strings.

| lay out the location of the bassbar, 1/14th of the width off center, at both upper

and lower bouts. It usually ends up about 15 mm off center at the lower bout and

12 mm off center at the upper bout. (Those were the exact measurementsethis

the upper bout was 168mm wide and the lower was 210 mm wide. So 1/14th of

each was 12mm and 15mm respectively.) When | lay theldaadsank along that

|l ine, the side of the blank should just
make sligh adjustments as needed to make sure it does not obstrudtdteedt

all, then scribe the line in with a flexible steel ruler and a soft pencil. The line ends
40mm from each end of the plate, so the
7mm thick where it contacts the plate, tapering to 5mm along the free edge.)

Bassbar layout lines complete.
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Chalk-Fit Trick

At this pointl do something a little unusual: lots of luthiers chiibassbarsé

in fact, probably most of them do. | have only knovme @r two who can
successifuwllllyy Aehyee t hi ng i n. Burésidde do not
mixed withyellowishhideg | ue, ei ther. | candt see th
to use it, and thethers leave an ugly residuegecially the green dslue chalks.

So é whuidtido? Someone, years ago (probably my friend JakeyJell

pointed out that the papgauze tape sold in pharmacies will stick securely, you

can see the line through the tape, and it holds the chalk very well. The tape (3M
Micropore) is so thin and fragile that you get a very good fit, but when you take the
tape off after the fit is perfec]l the chalk comes off with itGareful! It can pull
splinters off, too! But, fiHey, Prestob Clean wood, and you are ready to glue in

the bass bar!

Pre-Fitting the Bar

| pre-fit the bassbar by eye, using a compass to mark the contour from both sides,
then trimming with knife and plane until the fit is close.

Bassbar prefit by eye, using a knife and plane to trim the wood to a cibsehalkfitting is next.
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Then | apply the paper tape, darken the line on the tape as needed, and begin the
chalkfit process. It is important to learn to JUST plane or scrape away the portion

of the bass bar with chawkhobte isectoomnesd
possible that only that one little place with the chalk teasigh.

There is the paper tapeéyou can still se

Beginning challit.
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Chalkfit complete, and tape removed. Notice the arrow on the upper endhzrthbat is to keep me
from forgetting which end is which.

Final Check and Installation

| check the fit by clamping the bar in place, dry.

&

~ _ ) o
. .

Bassbar dnfit and clampedfor final checkltse e ms t o fi.t acceptablyé
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Then | remove the clamps, and slatberthe hot hide gluearefully. | quickly re

position the bar and clamp it securely, then clean up, using hot water and a brush.

The small amount of wateratbwn glue soaking into the wood around the bar
doesndt seem to hurt &amything, so | don

Bassbar glued, clamped and brushed down with hot water.
Shaping the Bass Bar

When the glue is completely dry, | rew®the clamps and shape the,bprdi st s o0 0.

The gl ue i s dr-wypropssedesshapeotthedirisbed chbseTde @drk area
beside the bar is just a shaddmem the overhead lammot glue.

27



Il do not have a fAschemegbéyondbceasienally and | d
checking the center height. | am just going by feel, by eye, and by experience. |

know if the bassbasi t oo weak, it will affect the
on the side of a tall bar. | am certain that many will frown upon this. | am not

telling you howyou shouldcut abassbar; just sharing how | handheine.

So; | use gouges and fingplanesinitially, to shape the bar, finishing up with
scrapers, files, and RRvemodwnupapues and
i tds OK, honest!)

Andét hereds the plate, Wedhglseotred odred r e

The glue was a little too thinononeden of t he bar and it pop
section. So it has beengiued and is drying.

Bassbar nearly complete. One end popped loose, and neeegding. | will do a little final shaping
before calling it done.

Besides, the inner edges of tilate will have to be rounded and smoothed before |

can actually install it. But there apeobably less than 30 minutes of work left
before | can glue the front plate in pl
tomorrow, but | have some other tgsito do, as well.
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Some of you may wonder whynstall the front plate firstt was actually taught to

do the back plate first, and to install the neck last, but it finally occurred to me that
| could fit the neclbeforeinstalling the back plate, and loe¢ removing the mold,

and get a perfect nedet, then trim the back of the heel flush with the rib plane,
and install thdacklast, after removing the mold and cleaning up the interior. It
worked very well, so | have continued the practice. Again; iffeways of doing
things result from different skibets and different problesolving methods. There

IS nothing wrong with either way. (I even knew of a fellow who set the neck before
installing either plateébutthatgucnmaedt s ee€
over 1000 instruments before he died, and sold every one of lleem;ist have

been doingsgomethingright.)

So, thenextchaptemill involve compleing the neck and fingerboard assembly,
installing the front plate, and setting the neck.

Later the same evening:

Bassbar is finally complete!
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Si de getting theighting justright is difficult, but you can see the profile.
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Chapter 6

Front Plate Installation and Purfling

Installing the Front Plate

| levelled the garland by scrubbing #dk and forth on a sanding bodsge

chapter9), then aligned the plate on the garland and clamped it with spool clamps.
After heating up the glue, | removed a few clamps at a time aedad the glue

with a thin pagtte-knife, and reapplied the clampdn this way, | can work my

way around the perimeter, accurately and eagilyng the plate in place without

fear that the glue will gel before | can get the plate clamped in place.

Front plate glued in place

Ready toBegin Purfling

The purfling is a inlay that is partially decorative, and to some degree a protection
against cracks and spiitean edge reinforcement. There are some (usually very

cheap) instruments that have the purfling simply painted on, so that it only looks

good, but has no otheauriction. They are usually seen as-stdndard, though, and

l wi || not consider making an instrumen
the purfling marker. Two blades set apart by the exact thickness of the purfling to

be inlaid, and the distancem the edge set, as well.

Those among you who are luthiers will notice that | have rounded the corners of
my blades: It seems to be easieuse that way, and the blades do not have as
strong a tendency to follow a grain, line and thaffthe cut so that it iout of
parallel with the edge.
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Purfling marker Purfling marker in use: see the double lines.

Some people call thisfurfling cutterg but it really does not worlell if you try
to use it to cut the slot.nhark the slot with this tool and thesut the slot with a
sharp, thin knife. In use, the purfling marker shouldhelel exactly perpendicular
to the plate, and tightly against the plate edge.

The purfling marker will nocomplete the cornerat all,and the cornerare fairly
critical to the oveall look of the instrumentso | carefully sketch them in with a
very sharp pencil.

Sketching the corners
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Cutting the Purfling Slot

| usually use an »acto knife to cut the slot, and pick the center out with one of
several tools made for that purpose.

Some of mfpurfling tools.

The first trip around the plate it is important to go lightly but very accurately, so
that | am barely deepening the marks left by the purfling marker: after that | can
cut more deeplyA rounded blade sometimes works betterthis task, too, for the
same reasoas with the purfling markeNote the very flat cutting angle, below.

Incising the Purfling Slot
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Cleaning the Purfling Slot

After | am satisfied that the cuts are the correct depth all the way around, |
carefully pik out the center of the slot and clean the slot, using a purfling pick. |
have some that | made myself, but this one was given to me by Jake Jelley, and it

works very well.

Purfling Pick in Use

Ready to Install Purfling
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Installing the Purfling

Somepeobe make their own purflingémaybe
buy mine in thregly strips and that is challenging enough for.ribe strips are

too brittle to bend, so | use a bending i(eae Chapter 1o make them flexible

and to bend therto the correct curvature for the tight corners.

Purfling strips with prepared front plate

| try to install the Gbout purfling first, then force the mitered ends of the upper and
lower bout purfling against the mitered ends of thmat purfling. It tkes practice
to get good at this: | doesseemto bedeting m

a little easier.

| read the other day that someopyears agoasked Pablo Casalhe word
class cellistwhy, at 93 years of age, he was still preiaty the cello for three
hours everyday. Hereplied #Al t hi nk | am s e@®@obd
one, Maestro)

Q

So, I guessd ljust have to keep practicing!
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C-bout Purfling installed dryF-hole still needs smoothing.

Then | install the rest of the purfy strips: | want the slots to fit snugly, but not so
tight that | will have tostruggle to install them once | apply the hide glue.

All Purfling installed dry. Spliced in some places, but after gluing the splices will be invisible.
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Gluing and Trimming the Purfling

| lift each section up out of the slot, one at a time (tilting them, so as to try to leave
the mitered ends in their places), and use the palette knife to slip thin hide glue into
the slot, then press the purfling back into the slot, aliwéng down. | use a roller

(made for installing the rubber trim around window screém$orce the purfling

all the way home. The glue squeezes its waytimanitered corners, and secures
them. Thehardplastic roller is easy to clean afterward with hot water.

Once the purfling is glued in place, | mark a line around the mafgime plate,

using a compass, with the pencil set to
guide to follow as | cut the Achannel o
whichit has been glued.) | want the wood surface and the purfling to make a

smooth curve that begins near the edge of the plate, cycles down through the

purfling, and sweeps back up to join the curve of the violin plate. | carve the

channel with a gouge, thearape to complete the curves. The faint pencil guide

line can be barely seen in thkotobelow.

Trimming the purfling and cutting the channel.
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And there is the finished work, ready for the next step.

All the purfling is trimmed, the channel is caihd the scraping is complete.

The outer edgework will be completed after | install the neck. | used to wait and
install the neck last, but | eventually decided that | prefer to install the neck and
fingerboard while the front plate and rib garland adéatithe mold, then trim the

heel of the neck to be in plane with the back of the rib garland so that the back
plate can be installed last.

But that is a subject for anothanapter
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Chapter 7

Scroll Carving

Step by step progress

| spentaday trying b carve this scroll. This is the hardest wood | have ever carved
for a fiddle scroll not in theleastlike Maple, which is tough, but not so difficult

to carveln the last chapter,Had left the scroll partially carved, and the neck
roughly shaed.Thepilot holes are in place.dighcutshave beemnade to outline

the scroll.

,

Scroll einina

Sa | completed most of the neck shape and temporseityied the fingerboard to
the neck using thredédot of hide-glue

Fingerboard temporarily gluednd dampedto the neck
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Then | went to work, shaping the neck and fingerb@ard unit and continuing to
shape the scroll:

- g
Trying to work both sides the same way, so that the finisisedt keill be symmetrical.
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Beginning the pegbox. The narrow gouge gives me more control and better penéttatioa extremely
hard Koawood.

Deepening the pegbox and beginning the outer fluting.
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You can see that | have begun undercutting the turns of the scroll, and chamfering
the edges, but theregssll a long way to gobefore the scroll is complete.
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Chapter 8

Neck-set and more
Completing the Scroll

In the stchapte, | had left the scrolhearly finished, but still lacking the outer

fluting under the neck, and still pretty roughalivaysc ont i n-tenihpgnoe
scrolls right wup o6til | begi nscrellaandni s hi n
neck completed @ll enough that | could set the nedlke light is different in this

photo so the wood lookauchlighter, but it isreally not.

Completed scroll and neck

Completed pegbox
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| am never fully satisfied with my work, but | have to decide at an appropriate
point that it is OK to move to the next step. However, scroll and neck carving is
much more difficult after the neck is set, so | want to have them pretty close to
how | want the finished product to look, before I begin setting the neck.

Setting the Neck

Setting the neck begins with careful | a
bl ock of the violin body (often call ed
each laid out, so it was a matter of transferring lines accurately, and then cutting

along thee lines so that when the wood was carved from between theuss\the

heel of the violin neck should fit, snug and straight, into the preparednmetise.

| always leave a little extra, so that the mortise is too small to begin with: it is

much easieto take off a little more, than to replace wood.

| did not take pictures of this procedurei mpl y wasnoét thinking
photographs, and | forgot. It went very smoothly, this time, though, and I think |

had it ready to fit in around 30 minutes, or ddithore. (Usually it takes me

longer.)

Herebs the neck mortise, ready to recei

Completed neck mortise
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Side view of neck mortise

And here is the neck, difitted into the mortise:

Dry-fit neck
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Once | knew that everything ftiorrectly,and that it was going to be straight, tight,
and at all the correct angles, | was ready to glue.

| have to check five points of measurement:

1. The distance from the upper end of the fingerboard (where the nut will be) to
the upper edge of the top plate (bstdes) has to be 130 mm.

2. The neck has to be measurably straight, so that the centerline of the neck and
scroll are a continuation of the centerline of the corpus.

3.The neck candét be twisted (roll ed si
plane of theaibs, side to side.

4. The height of the upper edge of the heel of the neck (underside of the
fingerboard) should be 6 mm above the top plate.

5. The height of the end of the fingerboard above the top plate should be
between 19 mm and 23 mm, with 21 mm beipgroum.

There are different ways of approaching virtually everything in lutherie, and there
are sure to be experts reading this, who are shaking their be&dsjs is the way

| was taught, and it has worked well for rham not telling anyone else watthey
should do.

| prepared the hot hide glue, and brushed it into the mortise, and onto the bottom of
the neckheel, and along the edges of the heel. Then I quickly rammed the neck
heel home in the mortise, and checked to make sure all my measurbathtdd
(primarily the height of the fingerboard above the plate.) All was in order, so | set

it aside to dry. Here is the completed neck joint, with the glue squeezing out

around the joint:
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Glued neckoint

Side viewYou can see thatwill have © plan off the back of the nelokel so that the back plate will fit.
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|

Back view. When the glue is dry, | will remove the paoid trim the blocks.

After the glue dried, | planed the neck heel flat, theemoved the mold by
breaking the glugoint a each block (six places) and simply lifting out the mold.
Then | trimmed the blocks and was ready for the back linings.
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Inside view, ready for back linings.

There Iis a fAperception changeoactualyat occ
probably rightafter | close the corpus: At that point, | cease seeing the instrument

asmyibuil ding a violino, and stardl seein
no | onger think of it so muftfédofisewnd s o met
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Exterior view :

Looks

good,

50
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Installing the Back Linings

The first thing | do to prepare for installing linings is to cut mortises in both sides
of each block, into whichwill insert the linings. | use a thin knife angexy
narrowchisel( 1 / 1o&ui the mortises.

I make the linings by first sawing the chosen w@eidlow, usually)to about 2

mm t hicto3mwine2dpl ankso, about 18 inches
wheelstyle marking gauge to cut off strips 7 mm wide. | wet each strip and bend

them around a hot bending iron, until | can fit them into the corpus. | want them to

fit tightly. The center bout limigs are bent in such a way that without clamps they

would tend to buckle away from the ribs, so | use small spring clamps-fi dry

them. The upper and lower bouts will stay put on their own.

Linings, dryfit.
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Then, one by one, | remove edrhng andbrush hot hide glue along the portion
of the rib that will receive it, as well as on the lining itself, making sure the ends
are liberally coated, as well as the full length and width of the gluing surface. |

quickly re-insert the rib, and clamp it in a with as many small spring clamps as
| can fit along its length.

Linings glued and clamped in place.

The next step will be to level the back surface of the ribs and neck heel, and then
trace the back plate from that pattern, so that it will fit péisfe€The neck heel is

still not in the correct finished shape, but the back plate button and the neck heel
will be shaped as one piece, after the back plate is glued in place.)

In the rextchaptedio | | st art carving the back.
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Chapter 9
Back Plate

Flattening the back of the Grland

After the glue was completely dry, | removed all the clamps from the linings and
cleaned up the interior: that is to sayapered the back linings, so that they faired
smoothly into the ribs, and | shaved and scraped the blodkeir final shape.

Then | rubbed the back surface of the garland (rib and block structure) on a
Asanboagdo to | evel the back of the gar
neck heel was completelgvel with the back of the garland. That whgan fit the

back plate absolutely flat against the garland, and trace the shape.

| di dnnypictutesafithes pracedure, this time. Here are somtech taken
when | was building a cello:

Sanding board with cello garland
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Flattening a cello gdand on a sanding board.

I make pencidmarks on the edges of the linings, ribs and blocks, all around, and
scrub until the marks disappear. When all the marks are gone, the garland is flat. It

gets pretty vigorous and physical, but it is quite effective.

Here is the flattened garland, ready to trace the back plate:

Flattened garland. Notice that the neck heelasvdeadflat level with the back of the garland.
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As you can seen the previous pagéhe blocks are quite smooth, now, and the
linings taper gently into the ribs.fi&gr this point, there will be no more changes to
the interior of the corpus, except as it directly afféloesback plate.

Tracing the Plate

| clamped the plate to the corpus, carefully centering theggaen of the back
plate on the centerline of theakeand the end block.

Garland clamped to the plate.
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Then | traced around the garland using a-paiht pen and a flat washer whose

flange is exactly 2.5 mm wide, so that my line will be 3 mm from the ribs, all

around | watch carefully to make sure the
have a tendency to flip up and follow the pen. | work along the perimeter, giving

several strokes to every part, so that the line will be visible against the dark wood.
Noticethatth s procedure makes firoundo corner.
cutting them out, so that they are the correct shape.

Tracing the shape of thégpbe, using a washer and a pen.

And, there is the plate, almost ready to be cut out:

Traced plate, almost rely for cutting out.
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Re-shaping the Corners

One thing | do, that | forgot to photograph, is thatetshape the cornebsl use a
straightedge to connect a line from the end of the rounded cOni@re the pen
circumscribed the corner of the Yito thecenter glue line at the location where the
purfling will cross the far end of the plate. (©Onecan just use a 30/60/90 triangle

to lay out a 3adegree angle off the center glue llegouchthe end of each corner.

But | usethe straightedge.) Then | contireithe curves of the inner bouts to

connect with the straight lines | just scribed in, and the corners are complete. | use
a sharp scraper to remove any ink lines that are not part of the perimeter outline,
and then | really am ready to cut out the plate.

Cutting out the Plate

| use a bandaw to cut within a millimeter of the line, and then use an oscillating
spindle sander to perfect the edge, right up to the lines. These and my drill press
are pretty much the only power tools | use, though | have ocedlsioised an
anglegrinder with a coarse sanding disc to remove rough excess wood, on larger
instruments.

I run my fingers around the edges looking for lumps, and work those out as well,
using a file as needed. Here is the completed plate blank:

Plate cu out and ready for archindThis is the outer side.)

57



At this point | also sketch in the interior graduation pjast the outline of the

inside boundariesf the plate, so that | know where | am going to carve. There is

no reason ihasto be done at tkipoint, but it helps me remember which side was

out side and whi c hdoesmaterdetbeplatds atethisdlyt r e a | |
neverexactly bilaterally symmetrical. If | forgot and arched the wrong side, the
completed plate would never fit the garla(@ls k me h o wL)lI knowé

Interior graduation boundaries sketched on correct gidside)

You can see that there aremerous bark inclusions in this piecenafod, which |

will fill with matching woodébutel wildl
attempt to fill the holes, so that | do not plane away my plugs. It is unusual to use
wood with holes in it like this, but it is also unusual to use anything other than

maple for a violin backHowever, ive-string bluegrass fiddles are not burdened by

the same 300+ years of tradition as violins, so exotic woods can be used. This

wood has amazing flame and figure in it, and the plugged holes will not detract

from the beauty of the wood.

Before | begin arching, | establish the edigiekness all the waground, using a

Awheselyl e mar king gaugei, set to 4 mm.
marking, and it makegery cleanly scribed lines.
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Edge thickness marked on correct edge. (Notice the bark inclusion on the other edge)
Beginning Arching

| used a Japanestyle pullsaw to cut the approximate height of the plate

thickness on each of the corners, so as to avoid unnecessary stress on the corners
while carving the arching. It looks a little odd until the arching is complete, but it
helps avoidhe possibility of breaking off a corn@t can happen)

| use a large, sharp gouge to reduce the edges and begin the arching; then a toothed
finger plane to continue the curves until | am very close to the desired slhape.

that point | will switch to amooth, curvegole plane and bring the arching to

nearly the desired shape. From that point on, a variety of scrapers will be my only
shaping tools, for fear of teag out wood along the figuring.

Here are some photos of the progress. This is very @iffidult wood to carve,
and my hands we giving out, so this is about as far agant thamnight:
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Beginning arching: notice the sasut corners the oneon the rightha been carved almost to a normal
curve.

Different viewing angle: The cradle msade ofthick pine, with a plywood doeskinon the upper surface
to secure the plate. Inside, it is cut avayan angle so that the plate can fit archeside down. The
plywood is right at 4mm thick, same as the finished plate.
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Continuing arching. Tére was 8ll quite a way to gpand | was getting tired

Soét hat wadkay.t Hroet ttyhaftancy wood, isnodét it? TF
years ago, or so, and has dragged it around all these years, until he decided that he wanted a five
string fiddle. Probably the only opportunity | will ever have to make a fiddle out of curly Koa,

but it is really going to be a beautiful instrument.

My handswere getting too tired to work effectivelyime to stop.
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Chapter 10

Arching
Completing the Back Plate Arching
When | left off, last time, | was too tirexhd sordo continue carving, so | took a

break and completed other responsibilities for a few days. Saturday, | came back
and spent some time carving and scraping:

Final outer carving complefdegnning scraping.

As you can see, the basic shape is complete. Scraping will be the method of
moving wood from here on, on the outsid
But | continued scraping for a while on the outside before beginning the itiside.

is pretty satisfying to see the smooth curves of the fiddle emerging from the rough
wood.

62



Back plate with s crshagpedssapeiower lefs)te deart anoend fhesitmen boutd
edges and the others to establish the final shape afutes curves.

Once the plate is essentially the exact shape | want it, (checking widmigle
lights, etc.) I move to finer scrapérsharpened at 90 degrees, and used gently,
flexing the blade to match the curvature of the plate.

Final scraping: thisis not to say that more scraping will not be done later, but that will be after the
purfling is completed. This is about as far as | will go until then.
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Beginning the Inside Arching and Graduation

Now | can flip the plate over and begin carving out tlstdi@ of the back. Here is

the cradle without the plate. Notice that the plywood cutout matches the shape of
the plate fairly closely, while the thick pine board simply supports the plate while |
am carving. The plywood is what holds it still, laterallyeT8pring clamps prevent
the plate from flipping out of the cradle.

Working cradle for violins and fivstring fiddles. The hollow shape allows the cradle to be used on both
sides of the plate. The fahickness cutout allows chips to drop through andatistruct the work.

The back plate has already been marked for inside arching. | will have to monitor
thickness constantly, but hates, ready to carve:

Back plate ready for carving. Notice the Ilines
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And, the Afuno begi n darthegrmst difficultivbodls Ko a w
have ever used on a backé&butoutichip,heras t o
we go:

Beginning the inside arching, using a gouge again.

In the next chapter, | will beeady to install purfling.
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Chapter 11
Back Plate Completedand Installed

Inside Arching

The inside arching took a lot of time and energy, but it is just part of the job. Once
it begins to get closer to completion it is a lot more encouraging, buatlitt is
just a lot of work.

Bit by bit, however,he project begins to take shape. | use gouges when it seems to
work well, and planes when they seem to work better. The nice thing about the
planes is that | can set the blade to make a shallow cut, in lbadswor a deeper

cut in softer woods, and maintain pretty good control even when working fast.
Some people can do that with a gouge, but | feel that | have better control with the
planes.

T e r TETREE >
Back inside arching in progress. | made those wooden handlesy/ftivex planes so | would rkgep

blistering my fingers using the plangbex owners: you can see | have reversed the screw.)

The smaller planes givaeeeven better control, because the cut is narrower, and
requires less force, but of course, they regymore cuts to do the samekas

66



Graduation:

Here, you can see the curvature of the plate, but you can aldaydbe lowangle
light) why | have to stop using the planedatively early, and revert to scrapers:
the curly wood tears out badly undertiiane even when dAfdl | owi

| also have to measure the thickness over and over, using a graduation caliper, so
as not to cut too deeply. This process
thicknesses have to gradually change from sregea. They are not entirely
symmetrical, but theris a general plan anthiereare some practical limitations.

Inside graduations in progress.
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Scraping:

Now we work with scraper3:hose transverse lines in the wood are the flame
beginning to show:

Scrapers cut very smoothly, and usually without any-oe&rYou can make the scrapers any shape you
want, but you have to keep them sharp.

Scraping can be hard on the hands: some peopl e
thumbs gepretty tired,sometimeshough.
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Final Inside Preparation for Gluing:

| almost forgot to take pictures! At this point the plate is complete, except for
purfling. In the past, | have always installed the purfling beforelattgche plates
to the corpushut on this instrument | decided to try purflin§er installation of
eachplate.l think | like it. | have better control of my edge odM&ing in terms of
both size and shape.

So: the inside edgework has been done, the label is installed, and the nglatly is
to be glued in place.

The advantage to my placing the label before | close the box is obvibigsa lot
easier to getie label in straightand smoathf | dondét have to in
f-hole.

One dsadvantagehowever, to my installinthe label before I install the plate is
that if there is a delay between the installation of the back plate and the actual
completion of the instrument, it makes the date on the label seem inaccurate.

But | have reconciled myself to simply explaining that dates reflect the day the
back plate went on, not the day it first played music.

All my instruments are signed, dated and numbered.

Back plate ready to install.
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Plate | nstallation:

What | do, nowadays, arefully dryfit the plate to the garland sat it is

exactly the way | want it, clamping securely over all the blocks (about eight clamps
in all). Then | remove a couple of clamps at a time and slip hot hide glue into the
joint, wipe it down with a rag and hot water, anecl@mp that area, addimas

many clamps as will fit. | work my way all the way around the plate, and never
have to hurry, or suffer any fear that something will get out of alignment while |

am working.

For the frst four orfive instruments | made, | would apply glue all the v@agund
the garland then engage in a panicky race to get the plate aligned and all the
clamps in place before the glue gelled. Not gopddo t s  oUsuallytaboats s .
thattime,he phone woul d. ring, tooé (Sigh

This way is very peaceful, by comparisont bhavelearned to be less compulsive
about answering the phone while gluing, too.

And here is the completed corpus, with the back plate glued in place and secured
with spool clamps:

Back plate secured with hide glue and spool clamps.

Once the glue idry, | will be ready to begin purfling the back plate.
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Chapter 12

Back Plate Purfling
Layout

| use the same purfling markerlieginthe layout of the back purfling as I did on

the front purfling, except thabecausé¢ have a habitoof-l agrng
delis on the upper and lower ends of my fsteing fiddles, | have to stop short of

the corners and ends, and sketch those areas in by hand. However, | had noticed

that, since | have literally been sketching them in by hand, no two were alike, an

they were pretty time consuming. $lis time,| made a small template out of tag

boar dé-maillpfihler f or s o medhathusthappewedto armvedt h e r €
the time | needed such a thing. (Serend

| used the purfling marker to laput everything except the corners and ends, then
used the template by poking through it with a needle, to lay out the ends, and
sketched in the corners with a pencil and knife.

Purfling layout: Upper end and corners, with template and needle.
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