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Introduction

The following comments were presented by Dr. David Wainhouse, a violin making student of Willis Manning Gault. This electronic book is the body of a book I wrote and published in 1985. My goal was to give the reader a flavor of his quirky but gentle personality and to document his desire to foster an appreciation of violin making and early music at a time when such matters were rarely taught in the U.S. This online version is almost identical to the 1985 edition, and is only lacking page numbers and a contents page. As the author, I retain all rights to this material. Additionally, upon Mr. Gault’s death, his personal papers and a few other artifacts found their way to the Shrine to Music Museum. His tools and extensive collection of violin making artifacts were sold.

For the readers who are unacquainted with Willis Manning Gault, a note celebrating "Willis Gault Day," and a speech given by Dr. David Wainhouse (ex-Ambassador to Austria-Hungry, Assistant Secretary of State and author on International Law) on that day are reproduced.


"The Citizens of Showell, Maryland set aside November 23, 1975 as Willis M. Gault Day to honor him who was born in that town and who has brought great credit to himself, to Showell and to the Nation as a master craftsmen of the bowed stringed instrument."

The encomium of Willis M. Gault which follows was delivered by Dr. Wainhouse, at the Showell Methodist Church, where the observance took place:


"It is a distinct privilege and a great honor to be called upon to say a few words about Willis Gault, my friend and teacher. I have known him for a number of years. Indeed we have played string quartets together. But not until this past year when he became my teacher and guide in making a Viola, did I have a golden opportunity to really experience the kind of human being he is.


Let me say that being under Willis' masterful instruction in the making of a Viola, is one of the most unique experiences of my life.


I have been playing the Viola for over a half century as an amateur of course, but not until Willis opened my eyes in the process of making the instrument did I appreciate what it takes to make an instrument. But in the course of this experience I learned what manner of man Willis Gault is.


In the course of this apprenticeship he would tell me about his youth in this community which shaped he character and outlook on life.


Humanity and modesty, kindness and concern for the underdog, a man of integrity and as honest a man as every lived by bread.


He is a master of his craft. Let me mention the range of his craftsmanship: During his 50 odd years of plying his profession of the bowed string instrument maker, he has made 400 Violins, 131 Violas, 8 Cellos, 1 Double Bass, 30 Classical Guitars, 6 Irish Harps, 12 Bass Violas da Gamba, 3 Tenor Violas da Gamba, 10 Alto Violas da Gamba, and 10 Treble Violas da Gambas not to mention the number of instruments he has repaired and restored.


The Gault School is his life and joy. To see him when he works with his students is to witness a man who radiates a love for his work.


There is no other Institution like it on this continent. If ever one single individual contributed to the musical life of this country, it was Willis Gault. He has been recognized and included in The International Who's Who in Music, 1975.


Some of you may have visited his one-room school. There are no rules or regulations in Willis' school, no registration, no exams, and no grades. The student comes when the spirit moves him. He will always find Willis there from 11:00 to 3:00 six days a week, rain or shine. There is no pressure on the apprentice, whatsoever, who can work on his instrument a month, two months, or a year. I started on mine last March and in another month or two, Deo volente, I shall complete my viola.


When the instrument is brought into existence Willis gives the student a certificate as testimony that he has completed the requirements of the course, and has constructed the instrument in a commendable manner.


This encomium of Willis would not be complete without mentioning that he is a composer and performer as well. 


The compositions to his credit are four in number: Fantasias #1 & 2 for Viola d'Amore and Orchestra. These 2 compositions are based on an Indian Chant theme and the inspiration came to him when on the Pocomoke River. The 3rd composition is a Suite in A Major, also for Viola d'Amore and Orchestra.


The 4th composition is a Sunday Morning Suite for Orchestra.


As a performer on the Viola he plays with 3 different orchestras, as well as in several string quartet groups.


It is a unique pleasure for my wife and me to be here and join with you in honoring Willis Gault on this occasion. May he continue to carry on for many years to come his work which is a unique contribution of importance to the musical life in this country."


Preface


This authorized biography of Willis Manning Gault has two purposes. To make available as extensive a biography of him as possible; and to document his influence on the musical life of Washington, D. C. A few surprising facts will be found about Gault (such as his 600 or so violin-making students, and the number of instruments that he made, guessed by him to be about 700). Unfortunately, Gault is not a lost Stradivarius. He is simply a very kind person who, despite adversities, did what he set out to do; be a Violin maker.


This book contains much uncorroborated information directly from interviews with Gault. Additionally, this book could not retell all of Gault's stories, some rather bawdy, others about growing up in Showell. These stories were his real charm, as Gault was an unrecognized master story teller. So these omissions will be missed by his students and friends.


The book could not have been written without the help of Gault. Most of the information throughout this book was provided by him, either during interviews or from his two scrap books. Unfortunately, very little information could be verified, so some facts are uncorroborated.


The appendix of this book contains important lists of names. Some lists are more complete that others. The students list is the most incomplete. These lists are included for the purpose of documenting as completely as possible some of Willis' actions and influences.


This book is therefore dedicated to what Gault for what he did for so many people. His efforts could have been better but the results satisfied him.


Throughout this book, vdg means Viola da Gamba and vda means Viola d'Amore.


The author wishes to thank the following people who have been of help in writing this book: Myron Brock, Robert Miller, Frank Perry and his wife, Edgar Cosimi, and the students at Gault's shop who made suggestions. The following music stores were also of assistance: Esty Violin Shop, Dale Music, Weaver's Violin Shop, and Tanglewood Music.

Chapter 1

Willis Manning Gault, the Person:


The Early Years on the Eastern Shore of


Maryland (1906-1928)


The Eastern Shore of Maryland, located on the Delaware/Maryland/Virginia peninsula, defining the Chesapeake Bay, is largely a blend of farming and fishing communities. Often these communities are one and the same. The land is flat and relatively fertile, with many bays and inlets. Large stands of trees are as common as are fields of corn or other truck crops. Small marinas are interspersed among the fingers of the Chesapeake Bay. Few large towns exist. Reports of pirates during the early years of this country are not surprising, considering the terrain. At least one Indian Reservation existed near the Gault family farm in Willis' memory.


This is where the Gault family settled about 1800. The Campbell family had also settled there about 1700, according to Gault. Both families farmed.
 During the early part of this century, James Edward Gault married Essel May Campbell, on January 1, 1906; and built a farm house in Showell, which is near Salisbury, Maryland. Willis, the first of 5 children, was born on June 10, 1908. His middle name was the sir name of the area's Methodist minister. After Willis, Paul, Florence, James, and Mary were born, in that order.


As a child, Willis Gault attended a one-room school house in Showell. He also worked on the family farm. Yet, he had enough time to watch the boat builders at work. "If you weren't careful they'd but you to work," Gault jokingly remembered. Presumably, this is where he gained his first woodworking experience, which was virtually all the training he had when he made his first violin some years later.


His mother, Essel, had seen to it that her children had an introduction to music. She was a pianist and organist at home, and at church.
 For Christmas one year, she gave Willis a Harmonica. Soon after, Willis was found to have perfect pitch.


The first Violin that he saw belonged to a neighbor, on which he played hymns, and country music. This was when Gault was about eight years old. Afterwards, he asked the neighbor if he could borrow the Violin, to which the man agreed. Within a few weeks, Gault had taught himself to play a few simple melodies. Soon thereafter, his elementary school teacher and Sunday school teachers found that he could play the violin. By this Gault played in both locations. In the eighth grade, Gault's teacher found a violin teacher for him, being Mr. Frank Sacca.


Gault stated that Sacca was an accomplished musician, having studied at the Milan Conservatory.
 Mr. Sacca had just moved to Berlin, Maryland from Philadelphia (which Gault enjoyed calling "Fiddeldelphia"). Gault also stated that Sacca had a daughter who played Piano and a brother who played Double Bass, and conducted an orchestra in the area.


Once a week, Gault took lessons with Sacca, first in Berlin, and later in Ocean City, Maryland. Unfortunately, nine months after borrowing the Violin, the owner asked for its return, resulting in Gault having a teacher but no instrument. To raise money for a new Violin, Gault cultivated a crop of snap beans, which resulted in $10, enough for a cheap Japanese-made Sears and Roebuck Violin.


At about this time, he and his brother Paul built three skiffs (or scows says Gault). They were quite pleased with these small boats, which suggests some facility with tools. Where the wood and tools for constructing the boats is conjectural. The only tool Gault personally owned was a pocket knife, which he later used to cut Violin scrolls.


One major obstacle existed before Gault could construct a Violin. He had never seen the inside of one. Yet, this might not have prevented him from attempting to build one. In the summer of 1983, Gault was informed that the family home on the Eastern Shore had been determined to be a fire trap by the local fire department.


The chance to look inside an opened Violin came in an as yet unidentified Violin Shop in Snow Hill, Maryland, in 1916.
 "One look inside was all I needed," Willis said, and he began to make Violins. Gault is sure of the date as his Opus 1 (his first Violin) is dated 1916. He was about nine at the time. Eventually he made the twelve to fourteen Violins (see note 5). "The ribs were the hardest part to make as I did not know how to bend 'em. ... I didn't even the right tools. ... For scrapers I used a broken window pane (of glass), that cut my fingers better than the wood." The wood was scrounged locally. He varnished the Violin with black household varnish. He stated that he even made his fittings, such as the strings by twisting silk threat together.


While still attending Buckingham High School, Gault joined his first orchestra; The Globe Theatre Orchestra in Berlin, MD., where he played Violin. The year was either 1925 or 1926. This orchestra played for the silent movies. Gault stated "in 1928, the orchestra was put out of business because of movies with sound".
 This same year, Gault graduated high school and moved to Washington, DC.


Gault's early years on the Eastern Shore were certainly formative, but his education was not all it should have been for someone entering such a specialized field as Violin making. This was less the fault of the region where he grew up, than the rarity of locations where one could study. Master Violin makers existed, but few were willing to take on many apprentices, and if that time is like today, applications exceeded positions. Coming to Washington was not the best choice for furthering that education for two reasons. First, the best makers were either in Chicago, New York, Boston, or Philadelphia.
 Even so, Gault found the local Violin-making community and a teacher.
The Early Years in Washington, DCPRIVATE 

(1928-1935)


The move to the District seems to have been uneventful. With the aid of a friend, who had access to a car, Gault moved to Washington, DC. Through the friend's mother, Gault obtained a job at a drugstore, in the District.
 For two years, Gault lived with the fried and his family. However, he had to sleep on a porch at night. He later took a room and a place to say during the beginning of the Depression. He also enrolled in night classes at Boyd's Business University that met three nights a week. Four years later (in 1932), Gault had a degree in Accounting. Between 1932 and November 1935, information about Gault is difficult to find. This lack of information is unfortunate as important events occurred then. He left the drugstore; worked for a short while for Pittsburgh Paint and Glass Company, and then an unremembered furniture store; got married; and began studying Violin making. Stability came from employment as a messenger for the Treasure Department.


Gault met his Katherine Arnel "while playing in a dance orchestra" at night. Hotels in the District often had such dance bands, and Gault received $3.00 a night. Gault also stated that sometimes he even played Guitar in these groups. Katherine was a sister to a fellow musician. On January 5, 1935 Willis Gault and Katherine Arnel married in the City.


As was stated, Gault also studied Violin making in Struble's shop.
 Gault also studied Violin techniques with Mrs. Duff Lewis, Anton Casper, Maurice Coviello, Tony Nimmerichter, and Dudley Clarke. He also studied harmony with Maurice Coviello. Of these people, Gault said "I learned more from Dudley Clarke [musically] than anybody." These lessons probably began the year that Gault moved to the city. Gault did not state when he discontinued these lessons.


Oddly, Gault was vague about several events during this time. For example, he was vague about the dates of his children's birth, and marriage. This lack of data was probably due to his unwillingness to talk about them. This is partly understandable, as will be seen in the following chapters. Yet, also not mentioned was his brief employment in Weaver's Violin Shop of Washington (now Bethesda), as a part-time repairman.
 1935 was also the year that David Struble died.


Gault remained with the government for about sixteen years. He was first employed as a messenger at the Treasury (as stated), then three months later as an accounting clerk.
 His employment with the government was very fortunate: despite the Depression, Gault had a secure job that provided money for himself and family. His nights were free to continue music lessons, play for money, and make Violins on his kitchen table. During this time, he also composed music, wrote articles and short stories, and researched music in the Library of Congress, Music Division. In Gault's shop many partly remembered stories circulated. This book is partly to account for them. One of these was that Gault wrote a story about a Violin maker, which was later made into a movie The Widget Maker. "Widget" was a term favored by Gault to refer to any tool and even instrument. The account further stated that Gault did not like the movie, which might have accounted for his unwillingness to discuss it.


Because of Struble's instruction, Gault probably had more detailed idea of how to make Violins, and he begun an interest in teaching Violin making, and improving his Violin-making abilities.
The Middle Years in Washington, DCPRIVATE 

(1936-1951)


The period, 1935-1951, was the formative era for Gault. His children were born, he organized musical groups, and he developed a reputation as a Violin maker. His first son, Willis Anthony Gault, was born 21 January 1938. His second son, James Manning Gault, was born on 27 November 1941.


1941 was quite a difficult time to live in the nation's capital. The United States finally had entered the war in Europe and the Pacific. Many men were drafted. Women filled many jobs traditionally reserved for men, and the whole city was overflowing with new people seeking housing, jobs, and entertainment.


Not being able to serve in the military due to diabetes, Gault chose to serve the cause by organizing musical groups, none of which were professional. Yet, these ensembles regularly concretized in the area.


Gault first organized The Mount Vernon String Ensemble. Yet, precious little information has been found. It was organized in 1938. Gault did not even remember the ensemble. The information came from his good friend Frank B. Perry, who retained a concert program dated 1938. Printed in it was a brief history of the association.


The second known group, The Gault String Ensemble (GSE), Gault organized in 1943. He later organized in 1945 the Gault Chamber Music Players (GCMP). Mr. Edward A. Carey (who was the music director at Mount Olivet Methodist Church in Virginia) conducted both these two last groups.
 These ensembles performed regularly at the Young Woman's Christian Association (YWCA), and allowed Gault to meet many people. Some of the musicians in the GSE and the GCMP also became interested in making instruments under Gault's tutelage. This meant that Gault now had two elements needed to establish a Violin making school. However, he probably was not cognizant of this fact. He had the basic knowledge to make instruments. He also had willing students. Yet, he lacked a site.


In an effort to establish himself as a professional maker, Gault did three things. First, he participated in the Rudolph Wurlitzer Company's "Exhibit of American Violin Makers" in New York City, which ran from October to November of 1943.
 Many famous makers were invited to send instruments. A letter from Wurlitzer to Gault is reproduced exactly as appendix H. Gault, the only participant from district, was invited as he had previously sought assistance from Wurlitzer in identifying a Violin in his possession.


As the Wurlitzer company provided press releases to the District paper about Gault, a number of articles soon appeared extolling Gault's abilities. Because of this press coverage, Gault sold 30-40 of his Violins to a local music store.


A second thing that Gault did was to organize the YWCA "Violin Makers and Collectors Exhibit," in 1949.
 This may have been the first such event. Though an exhibition may have resulted locally prior to the sale of the Partello Collection in 5 October, 1922. It is a shame that Gault could not have availed himself of this important collection.


The third thing that Gault did to establish himself as a Violin maker was to advertise. In 13 June 1948, the Sunday issue of The Washington Star appeared the following:



"Violins, 'cellos, bass; choice of fine



group; old masters Italian, French and



German, fine modern. Willis Gault



master craftsman"

Yet, Gault remained with the government until 1951.


Three other important events occurred in 1949. While at a concert in the Library of Congress, Gertrude Clarke Concert Hall, Gault heard a performance of a Viola da gamba and a also a performance of a Viola d'amore.
 Gault believed that these instruments were the ones still owned by the Library of Congress. Gault probably had never heard these instruments before and probably had not even known of their existence.
 He was so interested in these instruments that he the head of the Music Division of the Library of Congress if he could copy them. Mr. Walters consented to let Gault measure the instruments. From these instruments Gault made molds number 2, 3, 10, and 11 described in Appendix C. Within one week, Gault even had a Viola d'amore finished in the white. It was a fact seen by this author that Gault could finish an instrument very quickly, but one week must have been a record for him.


For Gault, The Library of Congress concerts had a further impact. They furthered his interest in Organological research at the Library. He researched the history and appropriate music for early bowed string instruments. One must remember that Organology, and early music revival began in Europe, and had only not made a significant impact in the United States.


Gault constructing a Viola d'amore at this time raises an interesting question. Who was the first U.S. maker of early string instruments? If Gault were this person, it would be a pleasant surprise to all who knew him. However, this honor probably lies elsewhere. Yet, none of the Organological reference books are designed to answer this question. So the question remains unanswered, for now.


The third important event of 1949 for Gault was that he enrolled his first Violin-making student: Steve Stacy. Gault is not exactly certain of the date, but he believed that is was in this year. Teaching Stacy was something of an experiment. Gault stated that he wanted to see if he could actually teach Violin making. He was pleased enough with results to begin teaching more students. All that remained to hamper his efforts to being a teacher was a location, tools, and materials.


The years 1925-1951 were a period of continual growth through education, study at the Library of Congress, and experimentation. Gault taught himself to make, play, and compose for the Viola d'Amore, during this time.

The Later Years in Washington, DCPRIVATE 

and Maryland (1951-1991)


1951-1991 was Gault's mature period. He retired from the government; established his shop, began receiving various awards and compliments for his efforts, and began teaching and making instruments on a full-time basis. He also seemed to have ended his family commitments.


Gault opened his shop/school in 1951 at Room 601 15th St. Washington, DC in the Westover Building. Initially, the students came three nights a week. Everyone paid $75 for Violin-making lessons. Wood, strings, and fittings were bought separately. Gault soon changed this method of teaching, partly because of limited space and tools, preferring the individual method. This way, students could work at their own rate, and attend when they wished. This method continued until his shop was closed in April 1990.


Within a few years of 1951, prices for lessons rose by $25. The prices for Violin were $100, $125 for Viola, $200 for Viola d'amore, $350 for Violoncello, $100 for Guitar, $125 for Treble Viol, $150 for Alto Viol, $250 for Tenor Viol, $350 for Bass Viol.


The exact date of the change to the individual approach is not certain, but may have occurred after 1964. Prior to then, three classes a year graduated from the school. For the students who finished their instruments, they attended a graduation ceremony at the Kenesaw Cafe, 3060 16th St., NW Washington, DC. The once-a-year ceremony, which ran from 1951 until 1964, consisted of a dinner, performances of some of the instruments made, and presentation of certificates.


By 1960 both of his sons were over eighteen and presumably no longer living at home. As was mentioned, Gault did not talk much about his family. Yet, when asked about Willis Anthony Gault, he would state that this son, who made a few Violins, died during a holdup, in which the assailant shot and killed his son. About this time, he and his wife Katherine separated. Probably this was also the time that Gault began keeping dogs. As dogs were as common in his second shop as violins, a full list of his dogs is included as appendix G.


The first award Gault received during this time seems to have been a small plaque given him by his first graduating class of 1951. An unexpected compliment also came to him, being Alinda B. Cooper's "The Williamsburg Sonata for Viola d'Amore" written in 1967.
 She dedicated this piece to Gault, after hearing him and the Potomac Handbell Ringers in Williamsburg.


About 25 May 1973, Gault organized "The College park Violin Making Festival." This festival was held at the College Park Methodist Church near the University of Maryland, College Park.  Gault suggested the date without explanations. The only printed information found regarding this festival is found in appendix A. The festival was evidently not repeated.

Activities at the Festival, which were open to the public, were varied. They consisted of an instrument display, a judging of instruments, and performances of some instruments by the Ancient Instrument Society of Washington, and a local community orchestra.
 Other ensembles that Gault organized had disbanded by this time.

Three persons judged the instruments at the festival. The first was David Burchuk, owner of Dale Music in Silver Spring, Maryland, an instrument collector, and a board member of the Viola da Gamba Society of America.
 The second judge was Paul Sieben, who was an instrument maker. The third judge was Paul Niebel, who was also an instrument maker. Both Sieben and Niebel showed instruments and Niebel even tied in one of the categories, showing that the participants were not exclusively Gault students.


Once again, calm settled over Gault's life until 1975. Five events occurred that year. Their exact order is not known. So, the order is arranged by the impact that they had on Gault.


At this time, Gault was living in Anacostia.
 He stated that two men entered his home under the pretext of bugler proofing his home. Instead, they tied him up, and robbed him of two violins. One violin was made by Struble. The other was an Italian Violin. A friend who operated a pawn shop returned this second Violin, when it was pawned by the robbers. The Struble violin has still never been recovered. Gault further stated that the men were looking for an Andrea Amati Violin, which was part of the King of France orchestra dispersed during the revolution.
 The robbery had at least two other effects. One of these was that Gault moved out of Anacostia to Greenbelt, Md. paying for his house by the sale of the Viola. A second event was that Dr. Wainhouse died the day afterwards, of a heart attack from the strain of helping Gault. This meant that the viola he had started was finished by Gault, Linda Simonson, and Leo Hogendorp. This viola was then presented to the winner of a Viola competition at the request of Dr. Wainhouse's widow.


A third event that year was a hernia operation that Gault had. The operation would have been uneventful except that during surgery, Gault stated, an anesthetist's needle damaged the nerves to the third and fourth fingers of his left hand.
 Gault may never have been a virtuoso, but this event, coupled with the arthritis, and diminished eye sight caused by diabetes, severely reduced his concretizing. Yet, until entering the nursing home in 1990, he continued to play Viola in the Prince George's Community Orchestra.


The last two events in 1975 were happy ones. One was the celebration in Showell, MD, where Gault was born of "Willis M. Gault Day" on November 23, 1975. This was when Dr. Wainhouse gave the speech that prefaces this book. The other event was also a celebration. The Sherwood Hall Library in Alexandria, VA invited Gault to give a short speech, play music, and have his student's instruments displayed. This occurred during May.


As can be seen, 1975 was anything but normal. Gault was now living in Greenbelt. Yet, he still had his shop in the District. Gault stated that he might have stayed there except that in 1978 the owner of the building evicted everyone in hopes that the federal government would rent it. When the government declined, the owner was left with an empty building. He then offered to let the previous tenants back, at a reduced rate. Willis said "no tanks" (in his eastern shore dialect, which he sometimes trotted out for comic emphasis during the high point of his stories). Gault had found a place that was closer to his residence, had parking, and was away from the District. This new site was his last shop at 5050 Kennelworth Ave., in Riverdale MD.


1984 is the last year discussed here, as this was when research for this biography commenced. During the early part of the year, Gault was not in the best of moods. So, Norman Schiff, a student, organized a party for Gault. Students, friends, and family were invited. All were encouraged to bring their instruments. It was held at the Adelphi Mill in Adelphi Maryland, built in the 18th century. Music, speeches, and food abounded. Gault even provided an extremely large Viola, that he had just finished making, which Peter Guroff, another student, played. The tone was quite good, especially in the lower registers, being dark, yet penetrating. One student, however, joked that it would sound better behind screen, as the Viola had a harsh brown-black stain that prominently showed all the tool scratches in the wood. It was as if Gault was trying to say something about his mood. Fortunately, his state of mind considerably improved after the party, and was probably why he finally consented to authorizing this book.
Chapter 2


David Gallaway Struble:


Violin Making Teacher of Willis Gault


The number of Violin makers in Washington, DC, in 1928 when Gault moved there has yet to be established. The number was about ten, including Struble. As Gault obtained much, but not all of his violin making skills from Struble, a discussion of this obscure maker is provided here, especially as information about Struble is incomplete, contradictory, and often in error. Even examples of his work are difficult to locate.


The standard reference books about violin makers are normally a source point. Yet, John Fairfield's Known Violin Makers,
 does not list Struble. William Henley's Universal Dictionary of Violin Makers
 offers the following:


Struble, David G.



Born in Orion (Michigan) 1855.
 Worked in Washington,


DC. Made first instrument 1872. Disappointed with the


worthlessness of the tone, began a long series of


experiments, endeavoring to ameliorate tonal quality of


cheap instruments. Finally became most successful in every


trial of re-graduation and rebuilding. Never worked for, or


trained by any maker. Made own Violins from the block since


1902-not buying them in the white and merely varnishing them


as many so-called makers do. Produced 150 splendidly worked


and wooded specimens up to the year 1927 [the publication


date of Henley's book]. Modelling principally Stradivarian,


but also a few of the Guarnerian and Amatese.
 No


connoisseur has ever reproached him in the matter of


workmanship, and no player has given bent to maledictory


remarks concerning the tone. Utilized all shades of oil


varnish but the ground is invariably yellow.
 Blocks and


lining of willow. Used wood from all parts of the universe,


both old and that cut but a few years. Finally decided that


recently cut material is better for brightness. Believed


that Engleman spruce (American wood growing in the western


mountain regions) and native maple not to be surpassed by


any from Europe. Had no secrets, and ridiculed the notions


of the experimental faddists. Instruments highly extolled by


every grade of Violinist.


This paragraph (probably written by Struble) raises an important question. Was Struble self taught? Gault believed that Struble told him that he had studied with Hornsteiner in Chicago. Henley (Vol. 5 p. 85) lists the following:


Hornsteiner, Johann:



Born at Mittenwald 1863. Worked with Elder (Frankfurt)


and Mathias Neuner (Berlin). Went to Chicago. Employed by


Lyon and Healy; and in 1931 by Rudolph Wurlitzer. Died 1952.


Made over 300 Violins and 15 Cellos, Stradivarian modelling


generally. Invariably plain, but acoustically good wood.


Rather thick yellow brown varnish. Did repair work for many


famous virtuosi.


As, Hornsteiner was in Chicago, and Struble lived within about 200 miles, it is possible that Struble did study with him. The question of Struble's violin making studies exists for a second reason. The Struble's instruments seen by this author, as stated by Henley, are quite well made. The Struble violin (which had been tentatively valued at $3,000) found in Esty's violin shop was of sufficient quality that Howard Needham, then shop manager, was surprised at the statement that Struble was self taught. The violin was of the Guarnerius model, with very pointed sound holes. Its basic dimensions are:



Back

14 inches



Upper Bouts
 6 1/2 inches



Middle Bouts
 4 1/2 inches



Lower Bouts
 8 1/2 inches

The label is both handwritten and printed, with an ornamental border.


Did Struble study with Hornsteiner? It is possible that Gault confused Struble with Herman Weaver, who did study with Hornsteiner. 


Other questions also exist about Struble. When did he arrive in the District? Did he begin making violins then? Also, did he work for the government for a while?


The earliest date so far found for Struble in the District is taken from a Violin exhibited at the Smithsonian Institution and mentioned in Gary Sturm and William L. Monical’s An Exhibition of American Violin Makers before 1930. Washington, DC: Smithsonian Institution, 1987. 19 p. Sponsored by The American Federation of Violin and Bow Makers, Inc. between June 12 and August 23, 1987. This violin has a printed label stating "Washington, D.C., 1905 made by D.G. STRUBLE Washington, DC 1905."


For all its faults, Boyd's Directory also listed a person's profession. In 1922, Struble is listed for the first time, as a clerk in the War Department! he is first listed as a violin maker in 1926, along with a partner, Mr. Rollin E. Wine. Wine is only again listed in 1928. Only Wenburg (p. 327) lists Wine. "Washington, DC. Born in 1852 in Iowa. Started as a woodcarver. Studied violin making under David Struble and continued to work with him for five years." Gault never met the man, but suggested that he may have been a retired engineer from the government. Jack Weaver stated that he had seen violins labeled "Struble and Wine" and even a violin with just Wine's name.


Even Struble's death date, as reported by the mentioned biographical dictionaries of violin makers, is inaccurate. Struble died 7 November 1935.
 "The Washington Star" published the following:



Struble, David Gallaway. On Thursday, Nov. 7 1935 at


5:45 a.m. at his residence, 113 5th St., N.E. David Gallaway


Struble beloved husband of the late Mary Ella Struble (nee


Abraham) and father of the Mrs. Charles Hart, Mrs. Leroy


Mack, and Mr. Sidney Struble of New York City. Funeral


services at his late residence on Saturday, Nov. 9, at 2


p.m. Relatives and friends invited. Internment Rock Creek


Cemetery [in the District].


In 1929, Mary Ella Struble is listed for the first time at this address. They later had three children Blanch (Hart, Sidney, and Edna (Mack).


The Struble shop was in the basement of the home, and Gault stated that three other people used the shop. None of them were students. These people do not exist in any of the reference books. According to Gault, the first person was Arthur P. Johnson, a retired government worker. He worked in the shop around 1931-1932. The second person was Sperling Zapp. This man exhibited an instrument in the 1949 "YWCA Violin Makers and Collectors Exhibit." The last person was Mr. MeGee, who Gault suggested was more of a perennial guest than a maker.


To date, no other biographical information has been located about Struble. Except that he did write at least one article, published in The Violinist Vol. 25 #4 (Dec 1919), pp. 149-152 regarding Ole Bull's violin, and it's current location. At that time, not a few articles appeared regarding the whereabouts of this Violinists' instruments, especially as more than a few instruments purportedly owned by Bull were being offered for sale in this country.


It is easy to say that Struble was the most important influence on Gault's construction style. Yet, to what extent is not possible to say, until more instruments are examined made by Struble and Gault during this time. One hope of this book was to document a Washington DC violin making style. Yet, no such evidence has been found.

Chapter 3PRIVATE 


Willis Gault the Composer


Probably the most significant feature about Gault's musical compositions is who often he wrote for the viola d'amore. His known total output was:

Fantasia #1 in D Major for Viola d'amore and Orchestra

Fantasia #2 in d minor for Viola d'amore and Orchestra (written in 1966)
Suite in A Major for Viola d'amore and Orchestra (written in 1966)

Sunday Morning Suite

Trio Sonata (reorchestrated from his Suite in A Major)

An arrangement of the string quartet incorrectly attributed to Benjamin Franklin

Gault also said that he wrote other music for viola d'amore. Frank Perry suggested that Gault referred to the duets for viola d'amore and violin they played in Willimsburg, VA and other historic locations.


With a few exceptions, (Meyerbeer's Le Huguenots, Hindemith's Kammermusik #6 Op 46, and Concerto for Viola d'amore and Chamber Orchestra), few recent composers wrote for the viola d'amore. Not having the training of these composers, Gault's efforts can not compare.  However, the music he wrote is idiomatic for the instrument, and even requires some facility.  Unfortunately, the author was able to see but few of these works, as none have been published.  Thus, this discussion concentrates on the style and instrumental demands found in his Suite in A Major.


Gault wrote the Suite in A Major for Viola d'amore and Orchestra in a style reminiscent of the preclassical period of C.P.E. Bach.
 No abrupt key changed exist, or dramatic shifts of texture or mood. The form is rather simple, having no second theme. One feature that Gault's music lacks is counterpoint. Though Gault had studied harmony, he never studied counterpoint.  Despite this, he muddled through. Gault said that he learned counterpoint "through osmosis."  The result was a style in variance more akin to Hindemith than Bach, as he used occasional dissonances such as parallel fifths, and second inversion chords on strong beats.


The orchestration is light and the chord progressions simple. This style may be partly due to his compositional method. Instead of using a piano (which he did not have), he relied on a steel string guitar.


The solos for viola d'amore in the first movement of the Suite, requires no great ability.  Few chromatic are used. Skips are mainly chordal to adjacent strings. Shifting of positions seemed unneeded. Yet, the melodies are pleasant.


The second movement, however, is more complex. Scales abound, and measures with eight note passages involving wide skips begin to appear.


The third movement is the most difficult. Fast double stops begin the movement; the solo line quickly become almost one continuous stream of slurred sixteenth note broken chords, with some added interest. When the theme returns at the end of the movement, so do the double stops. The sixteenth notes, however, have become slurred thirty second note runs and the line eventually returns to slurred sixteenth note broken chords. The piece can be described as how one practices: begin with simple exercises and progress to harder exercises. It is indeed sad that Gault did not have a fuller music education.
Gault the PerformerPRIVATE 


To document all the places, dates, and groups in which Gault played is not possible, due to incomplete records. However, a discussion of some of them shows the variety of places were he played, and, thereby show that in the Chesapeake area, early music was much sought out.
 Regarding locations where Gault played, he rarely traveled outside of the Chesapeake area, traveling only as far south as Williamsburg and as far north as Gettysburg, Pennsylvania.


The following discussion is divided into four categories: solos, duets, orchestras in which he only performed, and orchestras (and chamber ensembles) that he organized or helped to organize. No attempt was made to list all the musicians in these ensembles. Yet, significant persons are mentioned.

SOLOS


Gault stated that his first public performance was in the Methodist Church in Showell, Maryland at about the age of nine. Thereafter, he continued to play in churches. The choice of locations was a matter of convenience, since churches are often well suited for concert halls.


Gault preferred the violin for solos in church. Yet, he also played the viola d'amore, and viola. When needed, his sister, Mary Worth often played piano.


Documented in the programs notes, and newspaper articles in Gault's scrap book, Willis Gault performed baroque, classical, and popular music of the time. He chose the music to please the largest number of people, neither too complex nor too simple.
 Among composers, Mozart appeared most often, followed by: Vivaldi, Corelli, Gault, and Hubay. Gault took a special delight in playing an excerpt from Hubay's opera "The Violin Maker of Cremona." None of Paganini's compositions appeared on any of the extant programs.


A few of Gault's solo performances, that have not been well documented, are intriguing, such as his performance of Guitar and harmonica. Presumably he played popular music for friends at picnics, and other informal occasions. He also mentioned that he sometimes added a bass drum, played with a foot pedal (a one-man band).


Gault's solos with the Potomac Handbell Ringers are poorly documented in his papers. The documented performances range from 1964 to 1967. The music was transcriptions of both popular and classical music, with Gault doubling the melody. Gault mentioned "Greensleves" as one they often played. This group was possibly formed in the Baltimore area, according to Gault. It even performed at the New York World's Fair in 1964. This was the only time Gault played out of the Virginia/Maryland/Pennsylvania area, and the first time he performed on television.


DUETS


Throughout the Eastern Seaboard, historical sites, manor homes, roadside-taverns, and social organizations, such as museums, sponsored musical events, sometimes paid for by a socially prominent person. With Frank Perry, Gault played duets at a number of undocumented places. However, the only documented site was the school's graduation ceremony in 1954.
ORCHESTRAS IN WHICH GAULT ONLY PERFORMED


Gault played in at least four orchestras, of this type. The first one has already been mentioned, being the pit orchestra in Berlin Maryland. In Washington, Gault joined the Methodist Church Orchestra at 16th and P St., playing violin in the Sunday Services. Gault stated the orchestra, averaging 50 to 60 musicians, played both sacred and secular music, such as Strauss and Beethoven. "They had the largest orchestra [in the city], and they loved their music," Gault reminisced. As with the other church orchestras in which he later played, he received no pay.


A third kind of orchestra in which Gault only played was one formed predominantly (but not exclusively) of government workers. Many such orchestras existed in the city during the Second World War. These orchestras were named after the government branch in which most of the performers worked. Gault played in the procurement Division's Orchestra (which even owned two violins he made), the Departments of Commerce and Agriculture Orchestras, and even the Internal Revenue Service's Orchestra. None of these groups seem to still exist. The exact dates of Gault’s participation in these orchestras are not known. Also unlocated are beginning and ending dates for these orchestras. Yet, a concert program survives that listed Gault and Frank Perry performed with the Department of Commerce Orchestra, as late as May 23, 1955.


The fourth kind of orchestra in which Gault played was the community orchestra. Though he helped to organize several of these orchestras, he did not organize the Montgomery County Orchestra (in Maryland), in which he played viola at the time of this book's writing.


The last kind of orchestra, in which Gault performed were the nightly dance bands in the larger hotels of the District. For one night's work, Gault stated that he earned $3.00 playing guitar.


GROUPS THAT GAULT ORGANIZED


All of the groups that Gault organized, and helped to organize were mainly for enjoyment. This policy drew in mainly amateur musicians. No review of concerts will be given here as too few reviews by music critics have been found to be of any use in determining over-all performance quality. This may be due music critics writing columns in local papers. It is important to note that some of the few articles discovered in Gault's papers carry an error. They often state that the Gault String Ensemble, organized in the summer of 1943, was the first orchestra of its kind in the District. If the intent was to say that no other amateur orchestra had existed in Washington, DC prior to the GSE, then this is erroneous, as at least one such orchestra existed as early as the 1890's in Georgetown. Before leaving the issue of errors, the name of the Gault String Ensemble and also the Gault Chamber Music Players were quite frequently jumbled in newspaper articles. Even photographs of groups had erroneous captions. The author relied on number of performers and reparatory, as will be shown below. The reason for this lack of might be due to Gault's nature to withdraw from direct questions.


Washington, DC was fortunate in that several other people were promoting music, notably Mrs. Gertrude Clarke Whittal, and Mrs. Frederic S. Coolidge. Mrs. Whittal sponsored chamber music in her home, the city, and Library of Congress. Gault not only knew Mrs. Whittal, but had the Gault String Ensemble at one of her home concerts ca 1935. Because of this association, Gault was placed on a special list for free Library of Congress concerts.


Mrs. Coolidge, also associated with the Library of Congress, Music Division, sponsored chamber concerts at the Folger Shakespeare Library. She subsequently provided funds to build a concert hall at the Library of Congress, Jefferson Building.


Probably because of Gault's association with Mrs. Whittall, he organized the Gault Chamber Music Players about June 1946. Gault organized this ensemble to allow people to play string quartets especially those written by Mozart, with more than one person on a part. Yet, this group was never as large as the Gault String Ensemble, which was a small string orchestra (formed about July 1943). Gault further formed the Gault String Trio about August 13, 1945, made up of members of either of the two mentioned groups.


Possibly the most interesting ensemble that Gault formed, with the aid of Edgar Hoover, was the Ancient Instrument Society of Washington, formed in 1950.
 The intent of this group was to foster interest in early bowed string instruments, and appropriate music. Wind instruments were not used. However, the lute Gault made was used. He did not use the virginal he made, as "it was too hard to keep in tune," no doubt due to moving it about in Washington's unforgiving climate. The ensemble consisted of violins, violas da gamba, violas pomposa, violas d'amore, and quintons. All instruments were made by either Gault or the person who played it in the group, as Gault was now teaching construction of these instruments.


The last orchestra that Gault helped to organize was quite unusual, being St. Elizabeth's Orchestra, formed before July 17 1949. All the musicians and conductor were patients of this mental hospital. Gault managed this group by finding instruments and music for them. Once again, almost nothing was found about this group.
 Gault did remember that the performers did enjoy the experience.

GROUPS THAT GAULT HELPED TO ORGANIZE


This category consists of community orchestras, specifically, the Mount Vernon String Ensemble, and the Prince George's Country Orchestra of Maryland. When asked, Gault stated that his participation was to provide names of musicians. Yet, Gault also played for a while in the orchestra.


Gault's influence on the District's musical activities was mainly to entertain on a non-professional level. He had little influence on the professional musicians in the city.
 Gault was not interested in being a professional musician, preferring to make violins. He stated that he was "creating something when making violins," and "it was easier to sell violins than to be a virtuoso." Despite all Gault's good intentions, which were numerous, he was rarely original. He was very adept at continuing the ideas of other people such as organizing amateur musical groups to perform old and more recent music, teaching people to make musical instruments, and even make reproductions of old instruments. Through him, as he stated "people who might never be able to make a violin can make one." Also, though he was not a primary force in Washington, DC music, he did influence musical instrument making in this country.

Gault the Recording ArtistPRIVATE 


By the end of the 1960's, Gault had recorded three long-playing records mainly of his own music. The records were made by International Telecom of Baltimore, Maryland, which Gault could not locate when he sought additional copies of these records. From Gault's inferences, 1,000 records were evidently pressed.


All three records contained viola d'amore music. The first record was for solo viola d'amore. The second record contained Gault's Fantasias #1 and 2, and an unidentified French solo sonata,
 resulting in a single-sided record. The third record was mostly lute and viola d'amore music on one side, and piano and viola d'amore on the other side. Gault made both the lute and viola d'amore used on these recordings. Neither the lutenist nor the pianist were indicated. Though, Gault stated that his sister played the piano. Who this lutenist was is quite a mystery, due to rarely of performers at that time.


The records Gault owned had been stored in his shop for some time, resulting in such scratched copies, that no musical comments would be appropriate. No other source for all three copies was found during research.

Chapter 4

Gault the Violin Making TeacherPRIVATE 


This chapter examines the construction methods taught by Gault, in his school in 1981. Though this chapter is detailed, it is not intended to teach violin making.


This chapter is divided into three sections: Constructing the Parts; Assembling the Parts; and Varnishing the Instrument. Though related to making a violin, these steps also apply to all bowed string instrument made in Gault's shop.


A few comparisons will be made in the beginning of this chapter with the three violin making books cited in footnote one. These comparisons will give insight into Gault's construction techniques. The reader must assume that whatever is not discussed here Gault did not actively teach, such as carving rosettes for violas d'amore.


The order of work in the shop depended on available material, and tools. Thus, scrolls were occasionally made before the top, if the needed tools were in use. One final point, Gault instructed all students to work in their laps, partly as benches were no possible in the small shop, and partly as he was trained to work that way. So, some steps were not done the same way as if one had a bench, such as chiseling out the plates.
CONSTRUCTING THE PARTS

Making the Ribs


Gault choose three pieces of maple based on similar grain, preferring simple grain over flamed, as the latter was more difficult to scrape or bend. Gault purchased most of his wood from International Violin in Baltimore, Maryland. The wood was never cut to the correct dimensions when purchased. So, the student was first instructed to scrape down the ribs to 3/64 of an inch using a common wall scrapper, which Gault gave a bur by running a metal file over the edge. The student examined the wood's thickness with calipers, some of which were made in the shop. The student scrapped the ribs singly, by placing one rib flat on a board, laying the scrapper on the rib with the scraper's handle pointed toward the student, and then pushing away from the student. The rib was rotated several times during scraping to insure that both ends were scrapped. When this step was completed, Gault gathered the ribs into a pile and showed the student how to sand the edges on the sanding board, to remove any irregularities. Yet, uneven thicknesses were tolerated.

Bending the Ribs


Gault heated two bending irons on an electric hot plate (to prevent carbon build-up that a flame would produce, as the carbon would discolor the ribs). One also suspects from the cramped shop Gault could not get clearance from a fire martial.
 He heated two irons, one for the lower bouts, and one for the middle and upper bouts. Both irons were hot enough when a sliver of wood would be singed, but not burned, when held against the irons. Gault would then place the iron into the bench vice. While the irons were being heated, the student soaked the ribs in warm water to make them easier to bend. Gault never talked about bending the ribs. Yet, Gault waited until the student was ready to watch before proceeding.


Gault bent the ribs by first holding a rib against the far side of the iron and sliding the rib over the iron.  He stopped the process when the rib was no longer giving off steam. He then bent the next rib, allowing the previous one to cool. Leroy Geiger advocates using an electric bending iron and a metal band to hold the ribs (p. 27). This reduces the chances of burning ones fingers. Gault did not use the metal band. Neither Gault nor Geiger mentioned how to bend the reverse curve needed where the upper and lower bouts meet the corners. Herron-Allen (pp. 232-233) details this matter. Yet, he too does not give clear directions of how to bend this reverse curve. Trial and error, based on the above explanations seems to be the best method.


Gault also fitted the ribs into the mold. Where the ribs needed cutting (at the corners, the neck, and the bottom block), he placed each rib into the mold, marked, removed from the mold, and then cut it. He then replaced the ribs into the mold, and tied them in place with string.


Gault only had inside molds in his shop. He was taught to use them by Struble. Gault even owned two molds that had Struble's name on them (being molds #12 and 16). This type of mold, though easier to use than an inside mold, has limitations. The most unfortunate feature, and one that characterizes Gault's and his students' instruments is that the ribs do not always join cleanly at the corners, as corners are hidden within the mold. Viewing this joint is only possible by removing the ribs once assembly is complete, when corrections are not easily made. Ideally, the ribs should form a 45% angle at the corners. Gault filled any spaces with plastic wood.

MAKING THE BLOCKS AND LININGS

Gault preferred willow for these parts, as willow is very light weight, relatively flexible, and easy to work. He used basswood only if he could not get willow. So, students looked for willow trees that were being trimmed in hopes of finding usable wood, as Gault could not find a commercial source of willow. For the blocks, Gault roughed out six pieces of wood; the corner blocks roughly 1 by 1 by 1 1/2 inches, and the top and bottom blocks roughly 2 by 1 1/2 by 1 inch. Once he cut these blocks, he then fitted a corner block, with the student watching. He would cut off two corners of the block, down its length. Next, he used a curved-bladed knife, a file, and sandpaper to smooth out the point he had created. This point he then placed into a corner, examined the fit, and then reworked the block until it fit. He then handed the remaining five blocks to the student, along with the tools and was told to finish the rest.


Once all blocks fit, Gault glued them to the ribs (which were still in the mold) with hide glue. The first step was to remove all the string that secured the ribs to the mold. He then glued each block, and clamped them into place. Clamping was a two-person job. The student opened a number of small C clamps, which Gault then used to secure the blocks. To assist in gluing, Gault had each student mark the blocks I, II, III, IV, V, and VI in pencil, which should be visible if the top is removed.


The linings consisted of eight pieces of willow, about 3/8 by 1/4 by 16 or 18 incus. When Gault cut them, the student wetted them (as with the ribs). Yet, Gault would simply clamp them into the mold. The bending irons were not again here. Once the clamps were removed, the student would cut the linings to fit as tightly as possible. Stradivarius even secured the linings into the blocks (Heron-Allen, p. 235 illustration).  Geiger and Gault say nothing about this. Again, Gault glued, and the student procured small pieces of wood from a storage box. Gault would then clamp these pieces of wood (about 1/2 inch apart) across the linings for both the top and back of the violin. Once the glue had dried, he student then beveled down the linings into a triangle shape, using a curved-bladed knife. The student then gave the linings, ribs, and blocks a careful but light sanding.


Before removing the ribs, Gault would make a support structure, he called a Christmas tree. It consisted of three pieces of wood. The first one ran from the left lower corner to the right lower corner. The second piece of wood ran from the left upper corner to the right upper corner. The third piece of wood ran from the top block to the bottom block. All pieces were nailed at the blocks and at the two lap joints, where the piece of wood met. This structure provided strength against warping when the ribs were removed from the mold.


A second problem that outside molds sometimes created was that when the ribs were at this stage, height discrepancies existed. So, to even up the ribs, and to remove excess wood from the blocks (which were always cut too long), the student laid a sanding board over his/her lap, and sanded away the high spots. When finished, the ribs could be less than 1 1/4 inches high.
MAKING THE VIOLIN’S BACK
The Outside


Gault selected a piece of maple either from his limited stock (in the shop or at home) or from his supplier. Some students even acquired wood from other sources. Most backs made in the shop were one piece, slab cut. (Joining the wood will be described later.) Some of the two-piece backs used quite curly maple.


Preparing the wood usually meant first sanding it to remove saw marks, by rubbing it over the sanding board. This also flattened the faces; something often needed for slab cut boards. Gault and the student then agreed upon a mold, which was then placed onto the board.


The outline of the mold was then transferred to the board with a pencil. This would then become the violin's lip. To complete the outline, a half circle was then drawn forming the back button. The student would then cut the outline with an electric, hand-held jigsaw.
 All rough spots were then filed off, and the plate would then be ready for the next step.


The next step, carving the arching, was done after Gault drew two sets of lines in the center of the outside face. No measurements were taken. Gault just free handed the lines, resulting in a rectangle with the long sides concave in, and the small sides concave out. These lines were the guide lines, within which the student did not remove wood, during the initial rough out of the plate's arching. A third line, 1/4 inch up from the back of the plate defines the edges depth.


The student carved the plate by clamping it onto the small bench into which the router is built. The plate is placed up against the router head, and clamped at the other end of the plate with a C clamp. This arrangement provides the student flexibility that two clamps would not allow, as repositioning of the wood required repositioning only one clamp.


Gault never gave instructions at this point, other than to "stay away from the lines". He simply handed the student a sharpened chisel and a rubber mallet. If the student became too excited about removing wood, Gault would remind the student to "take small bites." After looking at violins hanging on the wall, and talking with other students, the student would learn that arching was arbitrary, with the only point being to ultimately create a smooth arch from top to bottom and from side to side.
 If the student did not realize this fact, Gault would eventually mention it.


Before the final shape of the arching was reached, Gault would turn on the router and run the plate under it. The router head would even up the edge at the desired 1/4 inch. The student then returned to smoothing out the arching. From this point on, the student used only a wall scraper with rounded corners, and sandpaper, unless Gault noticed an exceptionally large. He would often yell in mock anger at the student "That's too fat thar."
 Gault instructed the student to lay the hand across the plate, so as to get an even stroke with the scraper. Gault tried to observe the student at all times, especially if the student was making his or her first instrument. Other students also watched each other, if only to see how the other students used the tools.


Cutting the purfling channel was the next step in creating the top plate, and one of the few that Gault did exclusively, because of the tools used in the shop. First Gault set a scribe to 1/4 inch. He then scratched a line around the top's edge. Next, he used a electric hand-held router to cut the channel. This devise helped Gault define the channel's depth, and location. This very fast method resulted in two other characteristics of Gault's work and his students after ca. 1976. The purfling channel was always black from the speed of the router burning the wood. The channel was usually not a clean curve, and occasionally plastic wood filled wide spaces after the purfling was set.


A more traditional method for inlaying purfling included a double-bladed purfling knife, and a purfling pick (a small chisel to clean out the channel). Though Gault probably did not lean to use the router from Struble, Gault did not use a purfling knife. When asked, he only shrugged his shoulders.


Once Gault had finished cutting the channel, he cleaned it up with a thin-bladed knife. He used this same knife to cut the beestings (the point formed in the corners where the purfling meets at about a 45 degree angle). The channel was then ready for purfling.


Geiger prefers bending them on the bending iron prior to placement (page 15). Gault and Herron-Allen do not.
 To begin, Gault would locate several long pieces of purfling, and then cut a bevel at the end of one piece. This formed the basis of the miter in the bee sting. Herron-Allen (page 263) says that Stradivarius ran his miters above or below the center line, but not up it. The Hills (page 34-35) seem to agree. Gault was not concerned with this point. Once the second piece was fitted with the first, Gault then applied hide glue to the channel, wiped any excess off, and forced the purfling into the channel with pliers (which often cracked the purfling). At the center line of the top, where the saddle fits, Gault cut the purfling instead of having a single piece run the entire outline of the lower bout. On the back, he cut the purfling halfway between the lower left corner and the bottom. He also cuts the purfling between the upper right corner and the top center line. Gault stated that Stradivarius did this.


After a day of drying (in which no clamps were used), any gaps were filled with plastic wood. Then, the student cut a shallow channel into the top just inside the purfling, but not touching it. The student first observed Gault using a curved-bladed knife to cut this channel. The student then finished the work, and returned to smoothing down the arching with the wall scraper. Sandpaper was then used to smooth out any tool marks. Geiger prefers a chisel and sandpaper (page 18) as does Herron-Allen (pages 243-244). This process leaves 1/8 inch of wood here. Calipers were used to check for this depth. If wood was removed from the channel, the arching was again smoothed down.

The Inside


Carving the inside of the top began with Gault roughing in a line on the inside of the back. This line, on the inside of the 1/8 inch channel on the face of the plate, was often drawn about 1/2 inch from the plate's sides, and passed around the six blocks. The resulting line suggested a figure eight.


Gault instructed the student to remove wood from only within the line. The student could not use a chisel, as the tool might slip while under pressure in the student's lap. Instead, Gault instructed the student to use small violin-maker's palm planes, the wall scraper with the rounded corners, and sandpaper. Geiger prefers placing the plate on a clean cloth wedged against a rail on the wood bench (page 246). Calipers were used to check thickness. At this time, Gault often warned students to pay attention to what they were doing, especially if the student was working on the top, and talking.
 As the shop was quite a meeting place for students/friends, Gault's warning of "Yackity-yack crack" was often heard, with a chuckle and a smile for the poor student who did cut through the top of his/her violin plate.


Graduating the plate began when the plate was 1/4 inch thick. Gault drew in three concentric circles on the inside of the plate. The resulting four regions would be cut to varying depths: 1/8 inch nearest the plate's edge; 5/32 inch; 11/64 inch; and 3/16th inch. Since Gault freehanded the lines, measurements varied.


Gault then pulled out a small electrical drill that had been fixed into a wooden frame, just large enough to sit on a chair or the router bench. The drill bit did not advance to cut the small holes needed for graduation. Instead, the student pressed the wood against the bit by means of a metal rod (guided by a metal arm) to a point parallel to the bit. Gault adjusted the gap between the rod and the bit with a metal worker's thickness gauge. This measurement was the most accurate stage of violin making in Gault's shop.


When Gault set the distance, the student began drilling. Once one area was fully marked with holes, Gault reset the gap, and the student continued working, with care around the middle bouts, as here the bit could cut through, because of the bends in the plate.


Once all the four areas were fully marked, the student returned to removing wood with palm planes, and scrapers. The favorite tool was a small palm plane with a wooden ball that fit well in the hand. Other palm planes, though comfortable, often produced blisters, as tools were not always very sharp.


Individuality was not discouraged in Gault's shop. This resulted in a few unusual features in the student's instruments. For example, some students left raised ridges at the demarcation lines. Gault did not say if this was good or bad. "I've seen it both ways" he said. Geiger says that leaving the ridges is bad (page 23). He prefers an even contour, as does Herron-Allen (page 248).
 The student than sanded the inside to remove tool marks.


MAKING THE TOP

The Outside


The process here was much the same as with the back except for three things. Gault preferred two-piece tops. Though, he did use one-piece tops, depending on available wood.


Gluing two-piece tops together first required that the student sand the wood's edges on a sanding board. Held together, the sanding removed uneven spots. Joseph Tewell brought into the shop a "shooting board" designed for this process. Gault did occasionally use this tool, but, as Tewell was not always available, most students had to rely on sanding boards to even up the pieces. The fit was always checked by holding the two boards together and looking through them for any light. Once no light could be seen in the crack, sanding stopped.


The boards were then ready for gluing. Gault brushed hot hide glue onto both surfaces. During the initial placing of the two boards together, Gault would rub the boards against each other. This spread the glue, and created a tighter bond. He then fitted three large rubber bands over the boards, forcing them together, and placed the boards aside to dry.


The second difference between constructing the top and back was that, as pointed out earlier, the student needed a more delicate hand here, because of the softer wood. Gault often gave the student a dull tool to use, presumably to reduce the possibility of damaging the plate.


The last difference between carving the two plates was that the top was not graduated. Gault instructed the student to leave the plate 1/8th inch thick. Carleen Maley Hutchins points out in the October 1981 issue of Scientific American (and in her research published in The Cat-Gut Society's Newsletter) that both plates should be tuned with tap tones.
 Though Gault was aware of tap tones and their use, he was never trained in them, and therefore, using his eastern shore accent, dismissed tap tones. This implies that Struble also did not know this technique.

The Inside


The difference between the top and the back plates are the sound holes, base bar, and saddle.
 As these features require delicacy, Gault did most of the work here, for the beginning student.


Gault examined the top's arching, and the mold. He then suggested which sound hole template to use. Gault had a small collection of such templates made of cardboard, or plastic. Most of the templates had a violin corner cut into it, so as to position the template on the plate. Gault positioned the template, and then drew in the outline with a pencil. He then flipped the template over, and repeated the process.


Here too, Gault did the work. He cut the holes by first carefully punching out the circles at the top and bottom of both sound holes, using a hand punch. Next, Gault started paring wood away using a thin-bladed knife. If Gault felt the student was competent, he cut only one hole, and left the other to the student. The student cleaned up the contours with an emery board.


To make the bass bar Gault selected a piece of spruce, often cut from a piece of wood used for the top. Gault preferred bass bars for violins to be approximately 1/2 by 1/4 by 10 inches. Gault would then show the student how to fit the bass bar, by rubbing in against a strip of sandpaper held where the bass bar would be glued. Gault did not specify which way the grain ran on the bass bar relative to the top. Usually, he set it parallel to the grain in the top. Neither Herron-Allen nor Geiger say anything about this feature. Once the bar rested flat against the plate, Gault brushed hot hide glue over the base bar's edge, and clamped it in place, with small C clamps, and a strip of veneer on the front of the plate, to protect from damage. He did not "spring" the base bar (a common technique where the bar would be cut in such a way that the bar would only fit flush if slight downward pressure was applied to the bar.)


When the glue was dried, Gault instructed the student on how to finish the bass bar. The student cut two shallow depressions across the base bar leaving a ridge in its center. The student would then sand the base bar and the top to remove any tool marks. Gault then cut both ends of the base bar at 45 degree angles.


Gault preferred to make the sound post after the instrument was together. Yet, it discussed here. Gault used spruce for the sound post, if possible from the cut outs of the middle bouts. Gault rounded the post into a 1/4 inch dowel. He then used an inside caliper to measure how long to cut the post. He then cut the post and placed it into the instrument.


THE NECK, SCROLL, AND PEG BOX


Gault began constructing this unit by selecting a piece of maple (with the student's approval), usually grown in the U.S. However, if the student preferred, wood could be ordered. Some of the pieces of wood in the shop required that the rough shape of the scroll (and the neck, and peg box) be cut out with a band saw.
 As no band saw existed in the shop, a violin-making student was located who would had access to a band saw, and would do the work. Gault would sketch the lines from a template onto the neck block and the other student cut the outline. Once cut out, the first student would even out the shape with a file and a sanding board, taking special care to flatten the surface in which the finger board would be glued. Once all surfaces were flattened, the student would then rough out the neck. Gault would temporarily glue a commercially-made fingerboard onto the neck, leaving room left for the nut.  The student would then file the neck until it was even with the fingerboard. Gault would then remove the fingerboard by running a dull-bladed knife under the fingerboard. The student would then even out the neck's contour with scrapers, and sand paper. The student was responsible for the neck's thickness.


Carving the scroll began by Gault, or an experienced student drawing a line down the center of the scroll blank. He then sketched lines up the scroll's spine which came to a thin point at or near the top of the scroll blank. Gault preferred the top, which resulted in another characteristic of Gault's instruments: the completed scrolls fan out very quickly after the narrow point, resulting in a pinched look to the scroll.


The next step in constructing the scroll began with Gault or the student drawing rough outlines of the scroll's curves on both faces of the blank. Gault then turned over all work to the student, unless the student requested or needed assistance.  The lines on the faces and on the spine formed the rough shape of the scroll, once the lines have been cut to a depth where each meet. The student always began sawing the lines on the scroll's spine, not the face. When the student had cut to about the depth of the face lines, the student then cut outside the face lines down to meet the other cut. During this process, Gault always instructed the student to cut out small triangles to maintain an even contour of the scroll. Once the student reached the scroll's eye, the student then switched sides and cut the other side of the scroll, finishing the eye just before the final clean up of the scroll. As the student was never instructed on how to maintain an even shape across the spine, some student's scrolls showed imperfections here.


Gault then instructed the student on how to clean up the scroll. This required a gouge, a knife, and a file. The student ran the file over all surfaces in a rolling motion to remove major tool marks, but mainly to even out the contour. The student then switched to the gouge, cutting into all sides of the scroll to give them a flared look. Where the walls met the scroll's cheeks, the student cleaned out excess wood with the knife.


At this point the student then cut in the two depressions that run on either side of the scroll's spine. The student used either used the curved-bladed knife, a small gouge, or a file for this step. How the scroll ultimately looked was up the student. Yet, Gault kept a number of books in the shop that had pictures of violins. He also had a few violins in his shop for examination. Once the student completed the depressions, the student then sanded the scroll and proceeded to the peg box.


Gault freely drew lines that would determine the peg box's placement, shape, and depth. Usually Gault drew these lines so that the peg box's walls were 1/4 inch thick. Also the walls might not taper from the first to the last peg.


The student removed wood with a mortise chisel, occasionally after Gault cut into the long lines with a dovetail saw. This step simply made the chiseling easier, and better defined the peg box's inside walls. Gault gave little instruction for this process. He waited until the peg holes needed cutting. Then he took over.


Gault cut the peg holes by first arbitrarily calculating the distances between the holes. Gault tried for distances that would allow the pegs to turn freely, but were as close as possible. He cut the hole for the e string by drilling into the peg box's right wall (assuming that you are looking at the peg box) with a hand- cranked drill. When the bit was almost through the opposite wall, he clamped on a piece of wood, to prevent that wall from splintering when the drill did come through. Once the bit had cut through, he removed the block. Gault then switched to a hand reamer, to widen the hole from the side where he had drilled. With a peg placed in the hole, he checked for fit, cutting the hole wider with the reamer.


To cut the second hole, Gault placed the peg in the hole. The peg always had a hole in the tip, due to milling. Gault used this hole, by placing one leg of a compass into this hole, and then, after adjusting the compass to the predetermined distance, he sunk the other leg of the compass into the wood on the opposite side of the peg box from where he had begun the first hole. He then cut the hole for the g string through the left wall of the peg box. He continued cutting all the holes in this manner, switching from side to side as he went up the peg box.


Finishing up the peg box first requires cutting the pegs. The student fit one peg in at a time, and, with a shape knife marked the peg that stuck beyond the opposite wall. The student then sawed that off, and proceeded to the next peg. Once all the pegs had been cut, the student then sanded the cut edges.


Constructing the neck block's foot (the lowest part of the neck block which is attached to the top block) was then begun by Gault. He removed all excess wood with a saw. He determined where to saw by putting the foot onto the top block. As the ribs and blocks had to be completed for this step to be meaningful, attaching the neck was the last step in constructing the body. Once the foot was in place, he used the top block as a template, marking cut lines onto the foot in pencil. Gault did not cut the heel of the foot until, as it would eventually became the back button.


ASSEMBLING THE PARTS


This stage began when all four major parts of the violin were finished: the top, back, ribs, and neck block. Gault began the process by first removing the ribs from the mold. With the student locating clamps, Gault glued the back to the ribs with hot hide glue.
 Clamping was done in a systematic manner so as not to unduly stress the back or the ribs, yet allow the back to be repositioned if needed. He placed the first clamp to the right of the back button, which was still not finished. He then placed the second clamp to the right of the bottom block. Next, he placed the third clamp to the left of the bottom block. The fourth clamp, he placed to the left of the back button. Gault took special care with placing the clamps on the corners, making sure that the clamps did not put too much pressure on the corners, and that the clamps were applied in the same clockwise system described above. By continuing this system of clamping, Gault eventually secured the back to the ribs.


Once the glue was dry, Gault removed all the clamps and then clamped a piece of wood onto the inside side of the bottom block to prevent the block from splitting when he drilled a hole in the center of the bottom block with his hand drill. The end pin eventually went in this hole. He then glued the top on in the same manner just described.


Constructing the saddle was a joint effort. Gault began by selecting a piece of ebony, or whatever hardwood was available. The student then sanded and filed the saddle to the correct shape and size. Sometimes, Gault did the initial rough out of the saddle. The saddle's dimensions were usually 1/4 by 1/4 by 1 inch. Gault used this saddle as a template by placing it onto the top plate at the center of the bottom block. With a thin-bladed knife, he then cut the saddle's outline into the top. Gault then used this knife to remove all wood down to the bottom block. Gault then glued in the saddle, and the student cleaned up the saddle's shape, once the glue had dried.


The neck block was then glued in. Gault cut a dovetail by eye into the bottom of the neck block.
 This dovetail then became the template for the recess in the top block, into which the dovetail fit. Gault placed the dovetail against the top block, drew lines, and removed wood with the mortise chisel. Often, the joint did not fit exactly. When this occurred, Gault glued splints into the joint to make the fit tighter. This one step Gault never taught his students. As a result, most of his students could not produce an instrument outside of his shop, except for those students who either taught themselves to do so, or took additional training elsewhere.


VARNISHING THE VIOLIN


The final step in making a violin was to remove from the violin all parts that were not to be varnished; pegs, fingerboard, strings, bridge, tailpiece, and end button. Gault and the student then chose stain, and varnish. Gault then tested the stain on a scrap of wood for color.
 Once Gault diluted some stain, as it came in a concentrated form, the student then applied it with a paint brush. Gault did not use an undercoat during this time. So, the stain soaked into the wood at different rates. Wherever glue had fallen on the violin, the stain soaked in at a slower rate.
 The finished undercoat was usually uneven. Once the stain was dry, the student rubbed it to even out the color. Fortunately, once the varnish had been applied, the imperfections in the stain usually created an impression of an old instrument.


Gault then applied the varnish with a natural-hair brush. 
Appendix A


The College Park Violin CompetitionPRIVATE 


Participants


The following list represents the persons who participated in the College Park Violin Making and Collecting Festival, held at the Methodist Church in College Park, Maryland, sometime after May 25, 1973. The Festival consisted of an exhibition of instruments, judging of displayed instruments, performances on some of these instruments, and award dinner. Awards were given in possibly as many as nine categories. Though most participants were Gault's students, all interested parties were invited to participate. Also, not all those listed here may have participated, and some people may have participated who were not listed.

NAME




INSTRUMENT
STUDENT


OF GAULT
Adams, Andrew


Steel string Guitar
no

Bentley, George

viola
no

Bestul, Jannis


?
yes

Brock, Myron R.

?
yes

Burgess, Dorothy

?
yes

Davey, John P.


?
yes

Evens, Ruth E.


2 Strad-pattern violins, viola
yes

Fletcher, Bruce

Strad-pattern violin, vda
yes

Fletcher, Judy


Strad-pattern violin
yes

Gardner, L. Carl

Guarneri-pattern violin
no

Guilbeau, Mr. J.D.

Guersan-pattern viola (1749)
no

Hegedus, Louis V.

personal model viola
no (?)

Hogendorp, Leo


Strad-pattern violin
yes

Hudock, Anne


?
yes

Ivory, Dr. Cornelius
?
yes

Kener, William G.

vda?
yes

King, Hugh C.V.

?
yes

Knorr, Mrs. Cornelius
?
yes

Kuykendahl, James H.
?
no

Lew, H. Wah


violin
yes

Mahoney, Theodore

Strad-pattern violin
yes

Miller, Robert Z.

?
yes

Mills, Milton K.

guitar?
no

Myer, Jennifer


Strad-pattern violin
yes

Oeder, Steven


bass viola da gamba
no

Osborn, D.M.


Strad-pattern violin
yes

Patterson, Kirby W.

?
yes

Peterson, William

?
yes

Poptanich, Alesko

Strad-pattern violin
yes

Rader, Merlin


?
yes

Ramey, Harry B.

violin, Strad-pattern violin,
yes







strad-pattern viola

Reggio, Grace


?
yes

Robinshon, Raymond

?
yes

Segidi, Elizabeth

?
yes

Shapiro, Oscar


?
yes

Sieben, Paul V.

"mixture" violin, 
yes







Guarneri-pattern violin

Spitler, Dr. Steve

?
yes

Stone, Dennis A.

Strad-pattern violin
no

Surle, Harry


?
yes

Thomas, Oliver E.

2 violins
no

Walter, John C.

?
no

Watts, Donald


?
yes

Whittaker, Noel

?
yes

Wickstrand, Milton

?
yes

Wiliford, Charles

?
no

Yancovine, Mr. M.

?
no

Yin, Sam



Strad-pattern violin
yes

Categories for judgment at the College Park Violin Making Festival


Not all of these categories had winners, especially numbers 9 and 10. These were the categories listed but a professional class was also awarded that the Festival.

1.

Gut-strung violin


tone only

2.

Gut-strung violin


tone and workmanship

3.

Steel-strung violin


tone only

4.

Steel-strung violin


tone and workmanship

5.

viola 16 inches or less


tone only

6.

viola 16 inches or less


tone and workmanship

7.

viola over 16 inches


tone only

8.

viola over 16 inches


tone and workmanship

9.

violoncello



tone only

10.

violoncello



tone and workmanship

11.

professional class


tone and workmanship

Category
Winner

1.

first place to Sam Yin 



second place to Mr. Lew

2.

first place to Harry B. Ramey 



second place (tie) to Carl Gardner Jr. and Dennis A. Stone

3.

first place to Judy Fletcher



second place not listed

4.

first place to Harry B. Ramey



second place not listed

5.

not listed

6.

first place to Mr. Guilbeau (steel strung) or Mr. Yancovine

7.

Mr. Yancovine

8.

first place to Rugh Evens (steel strung) 



second place to Harry B. Ramey

9.

not listed

10.

not listed

11.

first place (tie) Mr. Hegedus and Mr. Sieben 
second place to Oliver E. Thompson (?)
Appendix B

Dates, Groups and LocationsPRIVATE 
 of


Performances by Gault, and his Ensembles


The purpose of the is list is to show the partial extent of Gault's performances and their locations. This list is in no way complete, as little exist prior to 1943. Also, some data was not available for this list, such as date, time, and location of performances. The following abbreviations are used throughout this list:

AISW:

Ancient Instrument Society of Washington, DC

GCMP:

Gault Chamber Music Players

GSE:


Gault String Ensemble

GST:


Gault String Trio

DC:


Washington, DC

*:


Dates of function presumed, but no indicated

+:


Function presumed to have happened

Month/day/year
Ensemble
8/?/43*

GSE organized. Rehearsed Sundays at the Young Women's Christian 




Association, Baker Hall, DC

11/14/43

GSE and Jeannette Bitter of the Columbia Light Opera. 3:30 Sunday, at 




the Meridian Park Hotel under the auspices of the DC Department 




of Recreation

2/6/44*

GSE Wednesday, at the Arlington Farms Auditorium, Arlington, VA

2/10/44*+

GSE Sunday, at the Corcoran Art Gallery, DC

7/9, 10/44

GSE 8:30 Saturday, Sunday 2:30 at the Ocean City High School, Ocean 




City, MD

11/22/44

GSE 8:00 at the Arlington Farms Auditorium

1/28/45

GSE and Romana Rockaway Palmer, Soprano 4:30 at the YWCA DC

5/6/45


GSE 4:30 at the YWCA DC

9/22/45

GSE 8:00 Saturday, Central high School fall season's rehearsal schedule 




DC

11/14/45

GSE 8:30 Wednesday at the West Potomac Park Recreation Hall

11/18/45

GSE and the East Washington Chorus (combined choruses of the Second 




Baptist and the Trinity Methodist Churches) 8:00 Sunday, at the 




Trinity Methodist Church DC

12/20/45

ibid above 8:15 Thursday, at the Central High School Auditorium, under 




the auspices of the DC Recreation Department

12/25/45+

GSE Gault-made violins given as attendance prize

1/15/46

GSE 6:45 Tuesday, Epworth Methodist Church

2/23/46

GSE 5:15-5:45 WPIX Radio Station. Previewed concert of 2/26/46, DC

2/26/46

GSE Tuesday, St. Clement's Church Hall, as part of 
the Candlelight 




Concert series, Alexandria, VA

3/31/46

GSE Sunday?, YWCA

6/?/46


GCMP formed to play chamber music

10/27/46

GCMP 4:30 rehearsal (?) at the YWCA

11/10/46

GCMP Concert (?) for the USO-NCCS, Alexandria, VA

3/9/47


GCMP 4:30, YWCA

5/23/47

GSE 8:00, Thomson center Auditorium, sponsored by the Department of 




Recreation DC

6/15/47

GCMP 7:00, Barney Neighborhood House, DC

10/26/47

GCMP 4:30 YWCA

11/30/47 

GCMP 4:30, St. Joseph's Home and School, DC

12/7/47

GSE, Barker Hall, YWCA

12/16/47

GSE 9:30 Tuesday, old Theatre #1, pit orchestra for Why the Chimes 




Rang. A play by Elizabeth A. McFadden, given at Ft. Belvoir, VA

12/21/47

GSE and the Cantata Choir of the Second Baptist Church, 7:30 Sunday, 




Second Baptist Church (?) DC

12/28/47

GSE and the choirs of Trinity Methodist and Capital Methodist Churches, 




Sunday DC

1/11/48

GCMP 4:30 YWCA

11/19/48

GCMP 4:30 YWCA

11/19/48

GSE Friday, Lisner Auditorium, pit orchestra for Arsenic and Old Lace. 




Sponsored by the District Association of Workers for the Blind, 




DC

11/21/48

GCMP 4:30 YWCA

11/28/48

GCMP 4:30 YWCA

5/8/49


GSE and Miss Anne Parsons, contralto, 4:30 Sunday at the YWCA, as part 




of The Violin Makers and Collectors Exhibition, possibly 




sponsored by the YWCA

5/8/49


GCMP 4:30 YWCA as part of The Violin Makers and Collectors 




Exhibition
7/9, 10/49

GSE sponsored by the Junior Guild of the Church of St. Paul, Berlin, MD

10/30/49

GSE 4:30 Sunday YWCA

7/17, 18/49

GSE Wednesday, John Howard Pavilion, Thursday Hitchcock Hall, Victor 




King conductor and patient, performance on the grounds of St. 




Elizabeth's Hospital, DC

11/28*/51

GSE 2:00-5:30 Women's Club of Bethesda, MD prior to 7/28/52 founding 




of the AISW

4/4/54*

AISW Rolling Terrace School, DC

4/10/54

AISW 8:30 Saturday, performed for the Washington Reader's Club in the 




Washington Post & Times- Hearld's Community Room, DC

7/21/54

GSE Barney Neighborhood House, DC

11/19/55

AISW 4:00 foundry Methodist Church, DC

12/16&17/60

Art String Orchestra & Choir of Capital Memorial Church and 




Pennsylvania Ave. Seventh Day Adventist Church. 8:00 and 4:15 




Edward Carey Conductor, Gault played viola

11/11/62

GSE at the Memorial Church of the Price of Peace (Episcopal) Church 


jointly sponsored with the Gettysburg Baroque Workshop,


Gettysburg, PA
5/26/63

AISW, members of A. F. of M. Local 161, and patients of St. Elizabeth's 




Mental Hospital

10/2-4/64

AISW with Wendell Margrave on Bass viola da gamba, at the Waterford 




VA Arts and Crafts Fair

11/4/64

AISW 7:00 Masonic and Eastern Star Home, DC

12/26/64

AISW 6:00 The Christmas Pageant of Peace on the Eclipse, DC

5/1/65


AISW 6:30 Greenway Inn, DC for the Washington Readers' Club

6/17-19/65

AISW Warrington VA Antique Show and Sale

3/3/66


AISW 4:30 Gaston Hall (DC?) sponsored by the Georgetown University 




Collegium Musicum

3/27/66

AISW 5:00 Madison Hotel, DC for the Ukrainian Association and the 




Literary and Art Club of DC

4/23/66

AISW 6:30 Greenway Inn, DC for the Washington Readers' Club Award 




Banquet

5/21/66

AISW 4:30 Undercroft Auditorium, Mt. Vernon Place Methodist Church, 




Mt. Vernon, VA under the auspices of the Washington Readers' 




Club

10/1/66

AISW 4:00 St. John's Church, Georgetown

10/9/66

1:00 on the Village Greens, Waterford, VA
10/26/66

7:30 St. Barnabas Church, Temple Hills, MD
10/26/66

7:30 St. John's Church, Georgetown. Sponsored by the Washington 




Readers' Club of DC

6/20/66

AISW Francis Scott Key Hotel, Ocean City, MD for The Fine Arts Society 




of Salisbury, MD
11/25/67

AISW 7:30 St. John's Church, DC. Sponsored by the Washington Readers' 




Club of DC

6/29/68

AISW, Francis Scott Key Motel, Ocean City, MD under the auspices of 




Fine Arts Society of Salisbury Maryland, with vda music 




dominating

1/23/?*

GSE 8:00 Second Baptist Church, DC

6/27/?*

GSE, St. Mary's Chapel in the Parish Hall, Aquasco, MD
10/26/?*

GCMP 4:30 YWCA

11/9/?*

GCMP Mt. Olivet Methodist Church, Arlington, VA
11/12&13/?*

GSE 8:00 Saturday and 1:30 Sunday at the Methodist Church, Showell, 




MD
12/7/?*

GSE 4:30? Sunday? YWCA

+


GSE with Agi Jambor, Piano, Olga Bloecher, Flute, and Paul Hume, 




Baritone

+


GSE 7:30 YWCA "dedicated to the memory of our late President 




Roosevelt". DC

+


GSE 9:00 (a.m.) Sunday at the New York Presbyterian Church

+


GCMP 8:15 Friday at The Thomson Center DC sponsored by the District 




Recreational Department

Pickup Groups and Professional Groups
1910-1911

Apollo Orchestra, Albert P. Johnson director, (4th season). Gault played 




violin, DC. The date, an obvious error, was printed on a 




photograph taken by the Paing Studio of DC

1926-1928+

Glove Theatre, Gault played violin, Berlin, MD
11/?/36+

Internal Revenue Orchestra, Gault played violin, DC

5/17/38

Washington Civic Orchestra, Tuesday 8:15 Kurt Hetzel Conductor, 




Central High School DC, Gault played viola

?/?/39


Confounded the Mt. Vernon String Ensemble

12/4/45

Alexandria Choral Society, Handel's "Messiah". Gault played viola, 




Alexandria, VA
5/23/55

U. S. Department of Commerce Symphony Orchestra, Nicholas Pappas, 




Conductor, 8:15 Monday Department of Commerce Auditorium, 




Gault played viola, DC

4/16/61

Trinity Church Orchestra, Sunday 8:00, William King, Conductor, Gault 




played viola, Trinity Church, Alexandria, VA
+


St. Elizabeth's Hospital Orchestra, Gault managed it for two years. The 




Red Cross was responsible for Gault's volunteering for this 




position

3/26/61

Mt. Vernon String Ensemble, 6:30, Palm Sunday, Gault played viola

5/29-31/64?

Potomac Handbell Ringers with Gault viola d'amore. Soloist, at the New 




York World's Fair. First time 
he appeared on television

3/21/64+

Potomac Handbell Ringers at the Baptist Home for the Aged, DC

4/26/64+

Potomac Handbell Ringers at Madison College, Harrisonburg, VA
5/3/64+

Potomac Handbell Ringers at the First Christian Church, Hagerstown, MD
5/22/64+

Potomac Handbell Ringers at ? in DC (possibly only a rehearsal)

5/23/64

Potomac Handbell Ringers at Woodlawn in Va. (home of Nelly Curtis)

11/15/64

Potomac Handbell Ringers, Nancy Tufts, director, Divine Science Church 




of the Healing Christ, Gault as viola d'amore soloist

?/16-17/64+

Potomac Handbell Ringers at the Third Regional convention, American 




guild of English Handbell Ringers, Luray, VA
?/?/67


Potomac Handbell Ringers, with Gault solo viola d'amore at 




Williamsburg, VA
4/20&21/?*

Georgetown Players, H.M.S. Pinafore. Gault played violin, in DC

4/30/?*

Ibid of above, performed at Oxon Hill High School, 
Oxon Hill, MD
?+


Procurement Division Symphony Orchestra, Gault played violin, while an 




employee for the government Agriculture Department Symphony




Orchestra, Gault played violin, while an employee for the government

Solos and duets for various instruments
6/10/32

Solo violin Friday at the Commencement Exercises, possibly at the 




graduation exercises, in Waldorf, MD
5/28/44

Solo violin 8:00 Mt. Vernon Methodist Church, Arlington, VA
5/6/45


Solo violin, Second Baptist Church, DC

12/9/45

Ibid of above

6/29/48

Solo violin (?) Stevenson Methodist Church, Berlin, MD
11/13/48

Solo violin with Staff Sergeant Sherwood Cadorette, Piano, 8:15 Saturday 




at the home of Mr. and Mrs. Rex Taylor, the sponsors of the 




concert, Salisbury, MD
1/16/49

Solo violin Sunday, at the Second Baptist Church, DC

12/11/49

Solo violin with Mary Worth (Gault's sister), Piano, 2:30 Sunday, St. 




Paul's Episcopal Church, Berlin, MD
2/19/50

Ibid of above

12/?/64

Solo viola d'amore, Pennsylvania Ave., Seventh-Day Adventist Church, 




DC

12/10/64

Gault on viola d'amore with Frank Perry on Quinton playing Christmas 




music

8/1/65


Solo viola d'amore, at Good Shepherd Lutheran Church, Alexandria, VA
1/17/67

Gault, Perry, and members of the Price George's Civic Orchestra, Lloyd 




Farrar conductor, at Elizabeth Seton High School, Bladensburg, 




MD
12/11/68

Solo viola d'amore with members of the Prince George's Civic Orchestra

1/23/73

Viola d'amore duet with Perry, at the Colonial Beach Senior Citizen's 




Luncheon at the Fellowship Hall of the Baptist Church in 




Montross, VA
4/26/81

Solo viola d'amore with Virginia Bishop, piano. St. Margaret's Parish Hall, 




DC

8/15/?+

Solo violin 10:45 Sunday, Sunday Morning Service Stephenson Methodist 




Church, Berlin, MD
+


Solo violin, Sunday Morning Service at Salem Church, Selbyville, MD
String trio and quartets
5/6/44


GSQ Saturday, Mt. Olivet Methodist Church, Arlington, VA
8/13/45

GST Roosevelt Center, as part of the 6th annual Court Programs, DC

2/19/46

GSQ and the Second Baptist Choir, 8:00 Saturday, Second Baptist Church, 




DC

6/29/47

GSQ, at the Second Baptist Church, DC
Appendix C

Molds in Gault's ShopPRIVATE 


This is a complete list of the molds for making musical instruments that were in Gault’s shop in 1984. A Bass viola da gamba mold was subsequently found in his attic and presented to the this author. The dimensions, however, were added to this list. Also included here are the templates for all the sound holes found in the shop. Numbers to the left of the list were assigned by this author and used throughout this book. The attributions were provided by Gault, and do not agree with instruments now in the Library of Congress. The reasons for discrepancies in this list are uncertain.


Guitar mold
1.
Copy of an anonymous Classical Guitar (possibly Tatay)


Viola da gamba mold
2.
Tenor viol, copy of anonymous instrument owned by the Library of Congress (according 


to Gault. The author found no such instrument at the Library. )

3.
Bass viol, anonymous


Viola mold
4.
Amati viola

5.
Luigi Bujoni viola made in 1862, once owned by Dr. Wainhouse

6.
Gasparo da Salo viola

7.
Gasparo da Salo small viola

8.
Gault model viola


Viola d'amore mold
9.
Anonymous large viola d'amore, late 17th century, Vienna?

10.
Anonymous large viola d'amore, late 17th century, Vienna?

11.
Anonymous large viola d'amore, late 17th century, owned by the Library of Congress


Violin molds
12.
Guarnerius Violin (marked with Struble's name)

13.
Stradivarius 1/2 size violin

14.
Stradivarius 3/4 size violin

15.
Stradivarius violin

16.
Stradivarius violin (marked with Struble's name)

17.
Stradivarius violin


Violoncello mold
18.
Montagnana violoncello

Molds

Number
Body
Upper
Middle
Lower
Depth


length
bout
bout
bout
depth
1
19 1/4 
11
9 5/16
14 3/4
3 3/4
2
22 1/2 
10 3/4
7 1/2
15
3 3/4
3
27 1/2 
11 3/4
8 5/8
15 1/4
5

4
16 7/8
8
5 5/8
10
1 1/2
5
16
7 3/4
5 3/8
9 5/8
1 7/8

6
16 1/8
7 1/4
6
9 1/4
1 7/8

7
14 3/4
6 3/4
4 7/8
8
1 1/4
8
15 3/4
7 1/8
4 5/8
8 3/4
1 3/8
9
15 11/16
8
5 1/2
10 5/8
2

10
15 5/8
7 7/8
5 1/4
9 3/4
2

11
14 5/8
7
4 1/2
8 3/8
1 1/2
12
13 3/4
6 5/8
4 1/8
7 3/4
1 3/16

13
10
5 1/8
3 1/2
6 1/2
1 1/16

14
12 1/2
5 7/8
3 5/8
6 1/8
1 1/8

15
13 15/16
8 1/2 
4 1/4
7 7/8
1 1/4
16
13 3/4
6 1/4
4 1/8
7 7/8
1 1/4
17
13 15/16
6 1/8
3 7/8
7 11/16
1 1/4
18
29 1/4
14 1/8
10 3/8
18
4 3/4

Appendix D

A List of Violins left by David StrublePRIVATE 


The following list exists within Struble's probate papers, filed along with Struble's Will in The District of Columbia's Court House. This list, arranged chronologically, was created for appraisal purpose, with each violin valued at $50. All instruments were willed to Struble's son, Sidney. All data is as it appeared on the original list, except for minor alterations to create uniformity throughout this list.

Date


Description

Jan 1921

Two-piece maple back, old instrument imitation, very dark, no number

May 1921

Two-piece back, #116

Oct 1922

One-piece back, #121

Dec 1924

Two-piece maple back, no number

Jan 1926

Two-piece light-colored maple back, #136

Mar 1927

Two-piece light-colored maple back, no number

May 1927

Two-piece maple back, no number

Feb 1928

Two-piece light-colored maple back, no number

Jul 1928

Two-piece maple back

Nov 1928

One-piece maple back, small spots on back at top, no number

Nov 1929

One-piece Koawood back, spot at top, no number

Jun 1931

One-piece Koawood back, include to be red, no number

Mar 1932

One-piece medium-dark Koawood back, splotchy top, no number

Dec 1932

Two-piece maple back, no number

Mar 1934

One-piece light-colored back, top has been repaired, no number
Appendix E

Washington, D.C. Violin Makers: A Partial List
from 1822 to Present


The function of this incomplete list of makers and repairers of musical instruments is two-fold: first, to show the approximate time in which violin making and repairing has been documented in the city. The second reason for this list was to show who was makers and repairers when Gault was active, as a violin maker. The information found here was obtained primarily from the city directory dated between 1822 and 1956, William Henley and Cyril Woodcock Universal Dictionary of Violin and Bow Makers; Henri Poidras Dictionnaire des Luthiers Anciens et Modernes, Critique et Documentaire, Thomas James Wenburg The Violin Makers of the United States: Biographical Documentation of the Violin and bow Makers Who Have Worked in the United States, and René Vannes Dictionary Universel des Luthiers.


An * in the list indicates that Gault knew this person. Since Gault was not in the city until 1928, it is assumed that persons with an * were in the city after 1928, and possibly before. Many names appear below with dates of known activity and city of activity. These dates are not firm but will be of value in showing the relative age of violin making in the city. It should be noted that all cities between Baltimore, Maryland, and Alexandria, Virginia were included here for completeness. Cities are indicated as Balt for Baltimore, Alex for Alexandria, Va., Arl for Arlington, Va., Beth for Bethesda, MD, CP for College Park, SS for Silver Spring, MD, and DC for Washington, DC.

Adams, Wellington DC 

1915

Auer, John F. 



20th century

Beitel, C. T. Balt 


1902-1905

Condi, Charles C. * DC 

1917-1928

Cox, James 



ca. 1970-1986

Day, Dudley C. * 


1916

Eaton, Harry * 


20th century

Esty, Mary Lee Beth, SS 

1978-c. 1989

Gernova, Julian J. DC 

1954

Glace, Graton G. * DC 

1922-1928

Guy, George * DC 


1934-1940

Hammerbacher, George L. 

20th century

Heiges, Luther D. Balt 

1900-?

Hilbus, George Alex, DC 

1822-1850

Hopler, James M. Balt 

1920-1924

Johnson, Frederick W. 

1920

Kahl, J. F. 



1846-1853

Kahler, F. E. 



1943

Keller, Jonas 



1822

Linder, Ellis * 



DC 1931-1943

Many, John 



20th century

McNatt, William J. Balt 

20th century

Minster, Sol 



1924

Mitchell, George D. DC 

1891

Moglie, Albert F. DC 


1923-1989

Moore, E. Brooke SS c. 

1979+

Niebell, Paul * DC 


ca. 1940

Powell, Burton C. 


1927

Reale, Nicola * DC 


1925-195?

Reid, G. B. 



20th century

Remage, Matthew * DC 

1934-1935

Robinson, J. Edgar 


1915-1916

Scott, Herman W. 


1915-1928, 1940-1948

Sherman, Eugene 


20th century

Sieben, Paul * DC 


? - ca. 1973

Spear, Mr. and Mrs. Alex 

ca. 1981+

Struble, David G. * DC 

1909?-1935

Wallo, Joe DC 


?

Wallo, John Joseph Arl 

?-1990

Weaver, Herman * DC 

1935- ca. 197?

Weaver, Jack * DC 


1935-?

Westerberg, Iwar S. DC 

1911, 1935

Whitson, Walter 


1915-1916

Wine, Rollin E. DC 


ca. 1928
APPENDIX F


VIOLIN MAKING STUDENTS OF WILLIS M. GAULT


The following names comprises the list of known violin making students of Willis Manning Gault between the years 1949 and 1986. Though this list includes Gault's first student, and concludes at a point when Gault received few, if any new students, this list is not complete. Gault did not retain records for students between 1964 and the present. This was particularly unfortunate as this was when the graduation ceremonies stopped, along with the program notes that listed students and the instruments they made. These same notes were of considerable value in documenting students prior to 1964, most of which were found in student's papers, such as Henry (Zack) Miller, Frank Perry, and Mrs. Daggitt.


Due to the incomplete nature of the available data, this list might give false conclusions. For example, the years 1952, 1954, and 1960 were well documented in the program notes. Other years were not documented. Instead, Gault provided from his memory as many names as he could remember. This explains why many names are followed by incomplete data.


Though some students continued to make instruments after leaving Gault's school, only those students that have subsequently become professional makers are listed here with an * following their name. Even in this completeness is not to be assumed, and names may appear here that do not belong.


Relationships between students are also documented here. This data is found within parenthesis such as "(father)." Nicknames are also listed in this manner.


Because of the format of this list, the following abbreviations are used: Strad for Stradivarius model instrument, Guarn for Guarnerius model instrument, and vda for viola d'amore. Finally, since no double basses were made in the shop, bass viol refers to the bass viola da gamba in this list.

STUDENTS
INSTRUMENT MADE
DATE

Abelson, Robert
violin
1977

Adams, Peter H.
violin, treble gamba
1979, 1986

Adams, Wyatt
violin, vda?
?

Alf, Gregg T.*
violin 
1974-75

Aliff, Mrs. Viola
?
?

Aqua, Al
violin (not completed)
1984

Angevine, Walter
violin
1985

Ashenbach, Theordora
violin (not completed)
?

 (Baby)

Bagley, Evelyn
violin
?

Barkley, Gene A.
vda
1986

Bates, Rhonda
viola
1986

Bates, Robert B.
violin,
1985

 (Father)
violin
1986

Bell, Albert
violin
?

Benthey, George
vda
?

Berzins, Sigurd (?)
violin
?

Bestul, Jannis
violin
?

Bibleheimer, Paul
violin
1985

Bierly, Robert
Strad violin
1960

Bischoff, Margarita
violin, guitar
?

Blanchard, Pearl or
violin
?

 Alice

Bluette, Mark *
violin
?

Bourland, Gene
viola
?

 (Father)

Bourland, Julian A.
violin
1986

Breckingridge,
Strad violin
1960

 Franklin

Brennan, Kevin
3 violins, viola, vda
1975-85

Bress, Seymore
violin
1952

Brock, Myron
2 violins,
1952

 Riberholt *
Guarn violin,
1954


Strad violin
1960

Brown, Henry Rhodes
violin,
1952


Guidantus violoncello
1954


large violoncello
1960


violin ?, viol?
?

Bryan-Turner, Edward
viola
1952

 Lorimer
classical guitar
1954

Burgess, Lorothy Lee
violin
1952

Busby, Bob
violin
?

Canter, Philip Woodrow
vda,
1952


Strad violin,
1954


half-size violin
1954

Chabot, Arthur
violin
?

Churchill, Betty
Strad violin
1954


2 classical guitars
1960

Clarke, Peter Barry
Cittern
1954

Crist, Raymond
Classical Guitar
1954

Cutter, Richard
2 violins
1983-85

Daeneck, Eric
Strad violin
1954

Daggit, Ermina Zanello
bass gamba
1954

Danner, Craig
violin
1985

Dansie, William
violin, viola
?-1986

 (Father)
small violin

Dansie, William
violin
ca. 1981

Davey, John Phillips
2 violins, viola
1952


Guarn violin
1954


Da Salo viola
1960

Dell, Albert
violin, vda
?

Diamond, Geraldine
violin
?

Dick, Bob
violin, viola, vda
1980-85

Di Vinci, Anthony
virginal
1954

Domin, Mary
violin (unfinished)
1958


Strad violin
1960

Droescher, John Joseph
violin
1952


Strad violin
1954


violin
1960

Dyar, Anna
violin, viola
?

Dyer, Thomas
violin
?

"Sweety" Elaine
2 violins
?

Elson, Samuel
2 Strad violins,
1960

 (Full quartet)
Amati viola, Montagana


violoncello

Emery, Steve
violin
?

Emory, Nancy G.
violin, violoncello
?

Engle, Terry
violin
c. 1975

Epley, David
violin
?

Eubanks, Bob
violin, vda
?

Evens, Ruth E.
violin?
?

Femiano, Patrick
violin
1985

Ferg, John
Strad violin
1960

Figueroa, Elnora
3 violins
?

Fletcher, Bruce
3 of 4 violins, vda
?

 (Father)

Fletcher, Judy
violin
?

Fonville, William
violin
?

Forrest, Magda
Strad violin,
1960


violin, vda
?

Frank, Janet
violoncello
?

Franklin, Herbert
violin
?

Furr, Olon
violin, vda
?

Galovic(h), Michael
violin, vda
?

Garcia, Raymond
violin
?

Gault, Willis Anthony
2 violins
ca. 1960

Gernova, Julian J.
violin, viola
?

Glazer, Isadore
violin
?

Goldman, David
violin
?

Gozzo, Sebastiano
2 violins
1952


vda
1954

Graham, Rod
violin
?

Griffith, Warren or
Strad violin
1960

 David

Fruhn, August W.
violin
?

Guroff, Juliet
violin, viola, quinton
1977-1985

 (Mother)

Guroff, Peter
violin, viola
1977?-1984

Hague, Robert
violin
?

Hall, Herbert
Strad violin
1960

Hall, Rebecca
violoncello
?

Hanes, James E.
violin, vda
?

Heiden, Charles
vda
1954

Hendrian, Barbara
bass gamba
ca. 1954

Hogendorp, Leo
violin, 2 violas
?

Hoover, Edgar Malone
bass gamba
1954


vda, quinton
?

Horne, Alta
violin
?

Howe, Elton Louis
violin
1952

Hoyler or Huyler,
Strad violin,
1960

 Wayne
violoncello
?

Hudock, Anne
Strad violin,
1954


Strad violin,
1960


violin
?

Hummer, Steve
violin
?

Ichillian, Harold James
violin
1952

Ivory, Dr. Cornelius F.
Strad violin
1954

Jannzegors, Pierre
violin and bow
ca. 1984

Johnshon, Charles
violin
?

Kahat, Albert
2 violins
?

Kailasam, Paul
violin
1960

Keegan, Richard
violin
1980

Kener, William 
vda
?

Kerst, Catherine
violin
?

King, Hugh
violin
1986

King, Tom
violin
?

Knorr, Mrs. Cornelius
viola, violoncello
?

Kocker, Micheal
violin
?


violin
1986

Kusack, John Peter
Strad violin
1954

Landfried, Sandra
violin
?

Lashoff, David S. *
violin, vda
ca. 1974

Lax, Don
2 violins
ca. 1980

Layne, Ernest Peter
violin
?

Leader, Alan
violin
1986

Lee, Milton
violin
1984

Lee, Windy
violin, vda
?

Leone, George *
Strad violin
?

Lew, H. Wah
violin
?

Lewis, Alvin A.
Strad violin
1960

Lewis, Eleanor
violin
?

Liebermann, Jamie
violin
?

Lippman, Edward
Strad violin
1960

Macekura, Mike
violin
?

Mahoney, Theodora
violin
?

Marcos, George
Strad violin
1960

Mayer, Mathew
violin
1980


vda
1981

McKettrick, Homer
violin
?

McKlure, Rev. Bob
Strad violin
1960

McLaughlin, Mr.
violin
?

Melson, John
violin
ca. 1984

Meyer, Jennifer
violin, viola
?

Miletch, Rose
violin
?

Miller, Robert
2 violins, vda, classical
1960-85

 (Zack)
guitar, Hardanger fiddle,


viola, 2 bows

Miller, Floyd B.
violin
?

Mueller, Louise
violin
?

Murphy, Betty
violin
?

Murray, John T.
Strad violin
1960

Myers, Jenifer
violin
?

Norato, Thomas
Strad violin
1960

Nucholas, Lucille
Quinton, (vda?)
ca. 1954

Nunn, Tom *
violin, vda
?

Odell, Diane
violin
?

Osburn, Daris Mason
violin
1986

Ostrander, Gladden Ford
2 violins
1952

Ott, Percy
violin
?

Passman, Dr. Steve
2 violins
ca. 1984

Patterson, Kirby W.
Amati viola, vda
1960

Pery, Frank B.
viola
1952

Peterson, Clarence
Strad violin
1960

 (Father)

Peterson, William S.
Strad violin
1960

Pfisterer, Peter
Strad violin
1952

Poole, Lozetta
violin
1986

Poptanich, Alesko
violin
?

Putman, Dr. Frank
violin, guitar
?

Rader, Merlin A.
vda
1952


2 violins
?

Ramey, Harry B.
Strad violin,
1960


violoncello
?

Ravenal, John
violin
?

Reagan, Eileen
violin
?

Reed, Ralph D.
2 violins, viola,
?


violoncello
1960

Reggio, Anna
Strad violin,
1954

 (Mother)
Strad violin,
1960


violin, viola, vda
?

Reggio, Grace
violin, vda
?

Rehms, Evelyn
violin?
1952?

Reolon, Guiseppe
violin
?

Rice, Charles
violin?
1952

Riley, Mary W.
violin
1952

Robinson, Ramond
violin
?

Romer, Carl G.
2 violins,
1952


Guarn violin,
1952


Guarn violin
1943


Guarn violin
1960

Rosengren, John
violin
1986

Rosengren, Valerie
violin
1986

 (Wife)

Russel, Dave
violin
?

Sahmel, Katie
viola
1986

Sahmel, Rainer
violin
1986

 (Father)

Sarfatti, Dr. David
violin
?

Schiff, Norm
violin
ca. 1984

Schneerson, Rachel
violin, 2 vda
ca. 1983

Schnieder, Mrs. Victoria
violin
?

Schroeder, Anita
dulcimer
?

Segidi, Elizabeth
Strad violin
1960

Shabot, Henry
violin
?

Shapiro, Oscar
Strad violin,
1954


Strad violin
?

Shevak, Joseph
Strad violin
1960

Shugart, Robert
Strad violin
1960

Shugart, Viola
violin
?

Simonson, Judy
violin (unfinished)
?

Simonson, Linda
violin
?

 (Sister)

Skendore, Walter
violin
?

Smith, Joel
violin repair course
1983

Smith, (Miss Chip)
violin
?

Solomon, Fred
violin, vda
?

Spencer, Mr. Carroll
violin
?

Spiliotis, Yorgos
violin
1986

Spitler, Dr. Shreve
violin
1952

Stacy, Steve *?
violin
ca. 1949

Stafford, Karen
violin, viola
?

Stanton, Arthur J.
violin
1952

Steckler, Arnold
violin and bow, vda, viola
?-1986

Stein, Annabelle
violin, vda
?

Stern, Joel
violin, treble gamba
?

Stevens, Jennifer
violin, viola
?

Stone, John D.
violin
?

Street, David
violin, vda
?

Sturm, Gary
violin
?

Surle, Harry
Strad violin
1954


Da Salo viola
1960

Tewell, Joseph
violin
ca. 1982

Tewell, Lucille A. *
violin, viola
?

 (Mother)

Thomas, Paul
tenor gamba
ca. 1954

Thompson, Philip
violin, vda
?

Thurnburg, Robert
violin, vda
?


vda
1986

Tonzeylis, Pierre
violin
?

Toth, John
violin, viola
?

Tredes, George
Strad violin
?

Turnbull, Fred
Irish harp
?

Turner, Brian
violin
?

Turney, Enos Leroy
violin, viola,
1952


Strad violin,
1960


6? violin
?

Vodecka, Thom
violin
?

Voyiazkis, Emanuel
violin
?

Wah, Hew H.
violin
?

Wainhouse, Dr. David
2 violins
ca. 1975

Walker, Karl Reed
Strad violin,
1954


Strad violin
1960

Ward, John & "Trix"
viola
?

 (joint effort)

Waxen, Seymore
violin
?

Wayne, Dorothy
viola
?

Weihe, Herman D.
violin
?

Weiner, Alex
violin, viola, vda
?

Westover, Rev. Harold *
3 viols
?

Wheeler, Mark
violin
?

Whittaker, Noel
violin, vda
?

Wickstrad, Milton
guitar
?

Wikek?, Thomas
violin
?

Yanik, Benjamin
Stainer violin
1954

Yin, Sam
violin, viola
?


As can be seen from this list, Gault instructed a great many people in making an interesting assortment of instruments. More specifically, the following instruments are listed here.

Cittern


1

Dulcimer

1

Guitar


1

Hardanger fiddle
1

Irish harp

1

Quinton

2

Viols

 bass


3

 kind?


7

 tenor


2

 treble


2

 treble bow

1

Viola



38

Vda



35

Violia (hybrid instrument?) 
1

Violin



245

Violin bow


4

Violin repair course

1

Violoncello


9

Virginal


1

Total instruments accounted for: 363

Bows of all kinds: 5

Other: 1

Number of known professional makers who were students: 7

Total number of students accounted for: 226

APPENDIX G
Gault's Dogs


As Gault regularly brought his pets into the shop since about 1970, this list is included. This list was also created for Gault's students, some of whom gave him the dogs listed here.

1.
Bounce
(Gault owned at age 2)
1908

2.
Prince
(German Shepherd)
1916

3.
Toodles
(Dachshund, first dog in shop)
1970

4.
Gretchen
(Dachshund)
1970

5.
Gretchen
(German Shepherd)
1977

6.
Oofty
(German Shepherd, son of #6)
1979

7.
Sandie
(German Shepherd)
1983

8.
Gretel
(German Shepherd)
1984

APPENDIX H


The Rudolph Wurlitzer Company's


Exhibition of American Violin Makers


Between October 21 and November 3 of 1943, the Rudolph Wurlitzer Company organized an exhibition for violin makers living in the United States. It was not limited to native makers of this country.
 As the names of many leading makers appear here along with prices of instruments, this list is of special value, documenting that a number of makers fled Europe at this time, because of the war. Below is the list along with the transcripts of an accompanying letter of explanation.


An interesting point about this list, with regard to Gault, is that he was the only DC area maker in the exhibition. Gault stated that this was because he had brought a violin into Wurlitzer's store to have it identified, and left his name and address with the company. Why George Guy, who also traveled with Gault that day, did not participate in the exhibition is not known.


This exhibit of American Violin Makers, which included instruments from over 90 exhibitors, was very interesting from many standpoints. For two weeks these instruments were played and examined and the public certainly showed great interest. Very many musicians came in, in response to our invitations, and we had a lot of publicity. We have prepared stories for papers in your locality and no doubt they will use this material very shortly. We are sure that this has helped the American Violin makers a great deal.


Enclosed is a list of all the exhibitors except those entered after the list had been made up."

List of Participants

Abernety, J. H.
Danville, VA

violin no date (amateur maker)

No price listed

Adam, E. F.
St. Louis, MO

violin made 1938

$350

Annis, D. S.
Beach City, OH

violin no date

$150

Beikle, Martin
Minneapolis, MN

violin made 1940

#250

Berger, Karl A.
New York, NY

violin made 1933, copy of

N.F.S.


the "Messie" Stradivari


violin made 1941

$500


violin made 1941, copy of D. Montagnana

N.F.S.


violin bow, copy of Peccatte

N.F.S.


violoncello made 1933

N.F.S.

Blair, G. H.
Spokane, WA

violin made 1937

$300

Bongiovanni, Raffaele
Brooklyn, NY

Unfinished violin

N.F.S.

Bourk, Louis C.
Denver, CO

violin made 1928

$150


violin made 1928

$150

Brown, Frank F.
Westbrook, ME

violin made 1936

$200

Carlisle, James R.
Cincinnati, OH

violin made 1942

$250


violin made 1942

$250

Carter, Jerome
Omaha, NE

violin no date

$150

Catricala, vincent J.
Waterviet, NY

violin made 1939

$500


violin made 1939

$500

Churchill, George T.
Santa Puala, CA

violin made 1941 (#45)

$100

Cooper, harvey A.
Quncy, IL

violin made 1941 (amateur maker)

No price listed

Cooper, Harvey A.
Quincey, IL

violin made 1941

No price listed

Cornell, Dr. D. H.
Fort Jones, CA

violin no date (amateur maker)

N.F.S.

Covell, Jasper L.
Morenci, MI

violin no date

No price listed

Dana, Issac Chapman Bates
(No location listed)


ex-senator of Massachusetts


violin no date

N.F.S.

Dautrich, Fred L.

Torrington, CN

"Violonia" no date

No price listed

Davis, Sam J.

Homestead, FL

#37 viola made 1941

$200


#35 violin made 1940, European wood

N.F.S.


#33 violoncello made 1940

$300


#43 violin made 1942, American wood

$200

Debussy, Christian

Brooklyn, NY

violin made 1939

$150


violin made 1934

$250

Foster, Prof. Malcom C.

Middletown, CT

violin #5 (amateur maker)

N.F.S.


violin #6

N.F.S.

Fraser, Chelsea

Saginaw, MI

violin made 1940

$300


violin made 1941

#300

Freeman, Jay C.

New York, NY

violin no date

N.F.S.

Frosali, Mario

Los Angeles, CA

violin made 1934, copy of Gaudagnini

$650


violin made 1934, copy of Stradivari

$650

Gallagher, Darius

New York, NY

violin made 1941 (amateur maker)

N.F.S.


violin made 1942

N.F.S.

Garding, Edgar

Paynesville, MI

violin no date

$1,000

Gates, Franklin H.

Montclair, NJ

violin, back Austrian lace, side 

$200


American black walnut, top sitka spruce


violin, back New Guinea walnut, top


Swiss pine

$175


violin, back Burma vermillion side 


African padouk, top California redwood

$300

Gault, Willis M.

Washington, D.C.


violin made 1942

$150

Gemunder and Sons,

New York, NY

violin made 1938

$300


violin made 1939

$300

Gozzo, Michael

Hartford, CT

violin made 1935

$100


violin made 1939

$100


violin bow

$100

Gray, Charles B.

Philadelphia, PA

2 violins, no date (amateur maker)

N.F.S.


2 violas, no date

N.F.S.

Green, Wyman R.

Madison, NJ

violin, no date (amateur maker)

N.F.S.

Groves, A. W.

Fort Worth, TX

violin

$150


violin

$150

Hall, Elmer R.

Port Angeles, WA

violin made 1938

$400

Hanson, H. R.

New York, NY

violin made 1919, 16 1/8"

$500


violin made 1929, Stradivari model

N.F.S.


violin made 1937

N.F.S.


violin made 1941, Guarneri model

$500


violin made 1942, Guarneri model

$500


violoncello made 1940

N.F.S.

Harden, W. H.

New Plymouth, OH

violin made 1940

$300

Hardey, Steven

New York, NY

violin bow Hardy-Peccata

N.F.S.


violin bow Hardy-Dodd

N.F.S.

Harvey, Dr. Homer H.

Batavia, NY

violin fitted with Harvey patent pegs,


made 1939 (amateur maker)

$100

Heberlein, Conrad

St. Louis, MO

violin made 1933, #93 Strad model

$350


violin made 1935, #99 Guarnerius

$500

Helland, Gunner

Frago, ND


violin made 1938

$350

Heskett, Claude

Glendale, CA

violin no date

$350

Hulbert, John L.

Poughkeepsi, NY

violin made 1928

N.F.S.


violin made 1930

N.F.S.

Jones, Earl R.

Denver, CO

violin made 1938

$300


violin made 1940

$300

Kaplan, Ladislav

South Norwalk, CN

violin made 1941, American wood

$450


violin made 1941, European wood

$500

Kaye, Joseph

Pittsburgh, PA

violin made 1935

$800


violin made 1936

$800

Kirkham, S. R.

Albia, IA

violin made 1939

$125

krebiehl, O. A.

Kossville, IN

violin made 1938

$150

Leavy, B. J.

Williamsport, PA

violin, no date

No price listed

Lehman, Eugene

Sharon Springs, NY

violin made 1937

$150


violin made 1939

$150

Lindsey, G. C.

Los Angeles, CA

violin made 1925

$250

Longiaru, Giovanni

New York, NY

violin made 1928

$750


violin made 1942

$500

Lundh, Jacob O.

Minneapolis, MI

violin made 1939

$600


violin made 1939

$600

Mangseth, Menry

Minneapolis, MI

violin made 1933

No price listed

Mauer, Nicholas

Beach City, OH

violin made 1936

$150


violin made 1936

$150

C. E. Mertzanoff Exhibit



violin made by Otto Buttner

Brooklyn, NY

 varnished by Rev. Warren B. Straton

N.F.S.


violin made by Odd White

Ashville, NC


 on Mertzanoff Strad design

N.F.S


violin made by Carlton P. Stanley

Newton Centre, MA

 on Mertzanoff Strad design

N.F.S


All three [of the above] violins "mesmeraged" wood


C. E. Mertzanoff-Geometrical Study of the model and


 measurements of a Stradivari violin



Complete set
 $10



1 bristol print $2



booklet of instruction 
 $1

Misner, Raymold R.

Middletown, NY


violin made 1941

$500


violin made 1941

$500

Moenning, William

Philadelphia, PA

violin made 1941

No price listed

Mousley, W. V.

Los Angeles, CA

violin no date

$200

Nasteff, Marco

Syracuse, NY


violin ribs in one piece

No price listed

Nichols, John K.

Haverhills, MA

violin made 1929

No price listed

Olson, Anton

Worcester, MA

viola made 1938

$300


violin made 1936

N.F.S.


violin made 1939

N.F.S.


violin bow

N.F.S.


violin bow

N.F.S.

Parsons, Lloyd (amateur maker)

Truman, MN

violin made 1938 Stramline

$75


violin made 1940

$125

Payne, G. L. (amateur maker)

Prescott, AZ

2 violins no dates

No price listed

Petrenela, Jargo

(no address)


violin Guarnerius copy 1935

N.F.S.

Philips, Benjamin P.

Pittsburg, PA

violin made 1940

$650


violin made 1941

$650

Poehland & Fuchs

Brooklyn, NY


violin made 1933 #1

$250


violin made 1933 #2

$200

Reed, Dudley

(no address)


violin made 1942

$125

Roberts, Raymond

Columbus, OH

viola made 1942

$200


violin made 1941

$200


violin made 1942

$200

Rockwell, Harry V.

Providence, RI


violin made 1937

$350


violin made 1942

$350

Rogers, John M.

Dunsmuir, CA

violin made 1942

N.F.S.

Sacconi, Simone

New York, NY


violin Guarnerius copy

$1,000


violin inlaid Strad copy unfinished

N.F.S.

Sangster, E. H.

Fitchburg, MA

violin no date

No price listed

Schilbach, Oswald

New York, NY

violin no date

$350

Schradieck, Julius W.

Gibsland, LA

violin made 1939

$250

Smith, William J.

Mount Kisco, NY


violin made 1940

$150


violin made 1942

$250

Stamp, J. H.

(no address)


violin no date

No price listed

Stanley, Carlton F.

Newton, MA

violin made 1933

$200


violin made 1940

$150


violin made 1942 Wurlitzer varnish

No price listed

Stenger, Willebald Conrad

Chicago, IL

violin made 1942

$500


violin bow

$75


violin bow

$75

Stochek, S. A.

New York, NY


viola made 1942

$1,000


3/4 violin made 1936

N.F.S.


violin made 1942

$1,000


violoncello no date

N.F.S.

St. Pierre, Joseph

Los Angeles, CA

violin no date

$500

Straton, Rev. Warren B.

Brooklyn, NY


violin made 1937 Strad model

$450

Strong, John C. and Samuel N. Oliver

Muskegon, MI

viola made 1942

$500


violin made 1942

$500

Swaysgood, D. E.

Defiance, OH

violin made 1933

$500

Thierry, James

Acron, OH

violin no date

$150

Turner, Norman

Nassau, NY


violin made 1939

$125


violin made 1940

$125

Ueland, Rolf

Minneapolis, MN

violin no date

No price listed

Vizari, Giovanni

New York, NY


viola made 1942

$750


violin made 1940

$500


violin made 1941 Strad model

$750

Waldron, Hugh W.

(no address)


violin no date (amateur maker)

$350

Walter, Joseph A.

Montclair, NJ


violin made 1937

N.F.S.

Weare, H. S.

Omaha, NE

violin made 1942

$250


violin made 1942

$250

Wilkanowski, W.

Brooklyn, NY


violin made 1942

$160


violin made 1942

$160

Yurkevitch, Mischa

New York, NY

violin no date

N.F.S.

APPENDIX I


The YWCA Violin Makers and Collectors Exhibit


The Young Women's Christian Association (YWCA) in Washington, DC sponsored this violin festival evidently on May 8-11, 1949. Instruments were exhibited and the Gault String Ensemble, and the Gault Chamber Music Players performed. Most exhibitors were collectors, not makers. Instruments displayed were not exclusively made in any one area of the world, or during any one time period. Most of the exhibitors were friends of Gault, as he organized the festival. The following paragraph was copies from a press release including several obvious errors.


"Some historic makers shown were Ceruti, Di Aglio, Da Salo, Duillaume (sic.), Gagliano (sic.), Grancino, Klotz, Longerne, Lupot, Maggini, Stainer, and Widhalm along with modern French, English, German, Italian and American makers." (The press release also invited amateur collectors and makers to being their instruments to the festival.)

If any amateur collectors participated is not clear. Also not clear is if the following list of exhibitors (found in Gault's papers) is complete. What is known is who was a maker (indicated by an M after the name), who was a collector (indicated by a C after the name), and who was a Gault student (indicated by an S after the name). Additional information follows the name in parenthesis.


What is not clear is how in 1949 Gault could have had four of his violin-making students show instruments. Gault had only started teaching that year. When asked, Gault stated that only Stacy was a student at that time. The other three people later became students. This implies that that Chabot, Rader, and Thomas exhibited instruments from their collection.


Participant's list

Baron, Caeser



C

Beaschler, Charles D.


C

Beirly, Robert



C

Burchuck, David


C (owner of Dale Music)

Carey, Edward



C (conductor of the G.S.E. and the G.C.M.P.)

Cash, H.P.



C

Chabot, Arthur


C, S

Charles, William T.


M

Coviello, Marcel


C (Gault's violin teacher)

Daggitt, Edmund M.


C, M (husband of Gault student)

de Carlo, Joseph


C

Erskine, Walter


C

Ferguson, Marcel


M

Ford, E.L.



C

Franklin, Joseph


M

Gault, Willis M.


M

Greenman, Harry F.


C

Harlan, Howard


C, M

Harrison, Joseph


C

Hawkins, A.



M

Horning, Arthur


C, M

Huggins, William


C

Johnson, Arthur P.


M (worked in Struble's shop)

Just, Caroline



C

Kleine, Theodore


C

Krause, Edgar



C

Lewis, Mrs. Duff


C (Gault's violin teacher)

Linkin, Barney


C

Masters, Ralph


C

McCarthy, William


C

McKenna, Helen


C

Meininger, Christian


C

Niebell, Paul H.


C, M

Oliver, Mr. and Mrs. Cawood

C

Prevost, Edwin


C

Rader, Merlin A.


C, S

Remidge, Matthew


M

Ross, Hugh



C

Rumsey, M.E.



M

Schultz, George


M

Sorenberger, Mr.


C

Stacy, Steve



C, S (first Gault student)

Thomas, Paul



C, S

Vaselidis, Panos


C

Washburn, W. W.


C

Zapp, Sperling



M (worked in Struble's shop)

Collectors:

36

Gault students:
4

Makers:

14




�. To the list of instrument Gault made must be added a Virginal, a Lute, a Hardanger Fiddle, a number of Quintons, and Pardessus de viole, 25 Violin bows, and about 160 Violas d'Amore.


 �. At the Memorial for Gault given 23 March 1991, the choir director of the Greenbelt Methodist Church, mentioned that this piece was performed regularly during Sunday Services.


�. No genealogical information could be located about either family. Willis states that the family bible, which contained that sort of material, was missing.


�. Gault stated that the Methodist Church, especially in Washington, DC, always had music, often consisting of a full orchestra.


�. Stanley Sadie editor New Grove Dictionary of Music and Musicians. (London: MacMillan Press, 1984). Vol. 12 p. 297, states that up until the end of the 19th Century, the Milan Conservatory was the most important music conservatory in Italy. Gault also stated that Sacca had graduated at age 12 from the Conservatory, playing Violin.


�. When interviewed in the fall of 1984, Gault remembered that he was most dissatisfied with the tone of this Violin.


�. The last Gault to live in it was Florence, his sister, an alcoholic, who either sold, buried, or destroyed fourteen of Gault's early violin making efforts, which he had left when he moved to Washington, DC. Gault asked this author and a fellow student, Joseph Tewell, to look through the house for the Violins and any wood useable for Violin making purposes, before the fire department burned it down to practice rescue procedures. Unfortunately, the house was made almost exclusively of Oak, and the Violins were not found. Yet, under the stairs to the attic, we found a small, broken Violin scroll that strongly resembled the one on his first Violin, which he still possesses. This, and some personal papers also found in the house were returned to Gault. Gault believes that he may have destroyed the scroll during construction, as he was not satisfied with it. He did not remember when he made it.


�. Despite searching through Thomas James Wenburg The Violin Makers of the United States: Biographical Documentation of the Violin and Bow Makers who have worked in the United States. Mt. Hood, Or.: Mt. Hood Pub. Co., 1986, no shop has been located in this area of the state. When a geographical index to Wenburg's book is produced, this statement may need revising.


  �. See page ?? of this book for a fuller description of this instrument, which now has modern fittings.


�. This is certainly possible, as "The Jazz Singer" was released in 1926, and the modern technology could have taken that long to reach Berlin, MD.


�. The earliest Washington, DC Violin maker identified by this author is George D. Mitchell, who worked in the city ca. 1891. A George Hilbus or Hilbrus, an organ builder, worked in the area possibly between 1814 and 1843. In 1843, he advertised himself as "repairer or all kinds of musical instruments" in Boyd's Business Directory. n.p. This advertisement included a woodcut showing violins and a number of other instruments.


�. Gault stated this was "People's Drugstore," a chain of stores still existing at the time this book was written.


�. At that time, and even today, the U.S. Government prefers to hire persons at menial levels, and promote from within.


�. These nightly classes lasted for two years, and are discussed fuller in the Struble Chapter.


�. The Weaver family was begun in the city by Herman Weaver, followed by Marion (Jack), and currently is lead by William (Bill) Weaver, who is not a maker. The family shop moved from 1301 G St., N.W. Washington, DC to Bethesda presumably in the 1960's. See Wenburg p. 322, for biographies of this family.


�. As a result, he joined the Warrants and Treasury Local, Number 262 NFFE, the only Professional union Gault was known to have joined.


�. Gault thought that he wrote the play The Violin Passion about 1970 that Polly Lewis Krieger adapted into the movie. The movie was shown in the city, on June 7 and 8, 1978 at the Washington film Festival at the Biograph Theater, when it won a gold medal.


�. This information was provided by James Manning Gault.


�. A cursory search of The Washington Star, The Washington Post, and the Daily papers in Washington, DC and Alexandria, has not found any data.


�. Though Gault did conduct at least once, as a photograph exists of The Gault String Ensemble with Gault conducting, and when show it, Gault mentioned that he preferred to sit in the Viola section.


�. The purpose of this exhibit was to show the quality of United States makers, at a time when instruments from Europe were severely diminished due to the war.


  �. Gault thought that it was Gordon Kit Music Store, which currently deals mainly in Pianos.


  �. See appendix I for a description of the event.


  �. The Dwight J. Partello collection, the first, and possibly most important violin collection in this country was willed to the Smithsonian Institution, but the family and others successfully petitioned the U.S. Congress to not accept the collection. The collection was subsequently sold off.


  �. Though the Library of Congress, Music Division possess a card index of all concerts given in the Library, access was not designed to assist locating the performers names' given such limited data.


	Harry Dank's The Viola d'Amore does not list any Viola d'Amores in the Library of Congress, or mention Gault as a maker.


�. The first reference to a United States gamba player in this century that could be located was Ben Stad, organizer of the Ancient Instrument Society of Philadelphia, which was based on Henri Casadessus' Société des Instruments Anciens of Paris.


�. The Société des Instruments Anciens, begun by Henri Casadessus in Paris, performed in New York City at Jordan's Hall on February 1916. Other early music ensembles that toured the United States include The English Singers in 1928 (possibly the first professional Elizabethan vocal ensemble to tour the US); The Florentine Choir in 1927 (possibly the first early music Italian vocal ensemble to tour the United States); Vatican Choir later in 1927; and Arnold Dolmetsch began touring this country circa 1902. Yet, only Ben Stad's American Society of Ancient Instruments has been located, that resided this early in this country. Occasionally schools, such as Kansas City Orchestral Training School gave concerts of early music (in May 17 1928) in costume, a tradition probably borrowed from Arnold Dolmetsch's concerts. Even soloists of early music were not common. Appendix J provides reading for all the topics discussed in this note.


�. When David Struble died in 1935, Gault obtained from the family some of his tools, and molds. See Chapter Two "David G. Struble: Violin Making Teacher of Gault."


�. In 1985, after selling a Violin to Merlin Rader (for $1,000) all prices rose by $25. Merlin Rader was occasional the official instrument tested at the graduation ceremony. He also engraved Gault's Violin label.


�. At the 1954 ceremony, Rev. C. R. Ferguson was the guest speaker, Myron Brock was the master of ceremonies, Marge Miller was the pianist, Frank Perry was the violin tester, Grace Schwab was the guitarist, and Gault presented the certificates. Both the Gault String Ensemble, the Ancient instrument Society, and individual students performed. These ceremonies ended at this time because of racial unrest.


�. This sonata was written for either Viola d'Amore or Viola without any accompaniment.


�. For a discussion of the Ancient Instrument Society of Washington, see page ??


�. This author's thesis The Burchuk Collection of Musical Instruments of Silver Spring, Maryland (unpublished) documents this collection of mainly stringed instruments.


	The Viola da Gamba Society of America was organized in the Washington DC area, and thus brings in a question about Gault's influences on early musical activities both locally and nationally. Why did Gault never join the Society, or have any personal activity with this group is uncertain. Yet, another associate and student of Gault, Edgar Malone Hoover, was also a founding member of the Gamba Society, and is not to be confused with Edgar Hoover, then head of the Federal Bureau of Investigation (FBI).


�. No effort was made to track the living quarters of Gault.


�. At the death of Gault considerable effort was exerted to locate this instrument and secure it as part of Gault's will to give all his musical instrument related material to The Shrine to Music Museum. However, Gault had intentionally misinformed this author as to the true owner of this instrument. Recent information confirms that he sold all or part interest in this instrument to his friend Virginia Bishop, who passed away in November or December of 1989. Bishop's family presumably now possesses this important instrument. Now that true ownership is no longer a concern, one hopes that this viola will be brought forward.


	Further information has come to light regarding the previous owner of this instrument. Gault stated that he wrote an article for a violin magazine sometime back, possibly in the 1930's or 1940's. He did not remember exactly when. Either way, he stated that "a gentleman in the Midwest" gave the instrument to Gault. If this is true, then further research is needed into the collection of instruments owned by the conductor Dr. Carl Busch of St. Louis. This collection, which was destroyed in a fire about this time, was reported to have contained an Amati viola that belonged to the King of France.


	Gault stated that the two robbers were in fact Maryland Police officers, who had shown him their badges. When the Italian violin showed up, he presented it along with his previous statements to the Police, who evidently dismissed it.


�. The competition was held at Columbia Union College in Takoma Park, MD. Yet, the winner's name was not retained.


�. For a while, in 1985, Gault tried acupuncture to regain use of his left hand fingers. The results proved disappointing, and he soon stopped treatment, probably about the time he gave his last solo concert.


�. Fairfield, John Houghton. Known Violin Makers. New York: The Bradford Press, 1942. xiv, 192 p.


�. Henley, William and Cyril Woodcock. Universal Dictionary of Violin and Bow Makers. Brighton, Sussex: Amati Pub. Ltd., 1959-60. 6 vols., page 111.


�. As of 1985, no Orion Michigan could be located. A Lake Orion was located north of Saginaw, and it is possible that the city's name was copied incorrectly.


�. This information was confirmed by Gault, as his stolen Struble violin was a Stradivari pattern. When a Struble violin appeared in Esty's Violin shop, this author took Gault to examine the instrument, which was a Guarneri pattern.


�. Poidras, Henri. Dictionnaire des luthiers anciens et modernes, critique et documentaire. Rouen: Imprimerie de la Vicomté, 1924. Vol. 2, p. 244, states that Struble used oil varnish prepared by Elias Howe of Boston.


�. This information predates that found in Boyd's Directory (the city directory), which first listed him in 1922 as Donald Struble! He was listed as living at 113 5th St., around the corner from where Gault had once lived. This address was both his home and shop.


�. This date was first located in court documents of the District of Columbia, in which his will was registered.


�. As Gault possessed a copy of Bach's Concerto in D and borrowed ideas from it.


�. A full examination of the history of the early music movement in the United States is needed. To this end, this book is designed to assist in this. Many of Gault's students were interested in making instruments not just because of his personality, but as an outgrowth of musicology rediscovering forgotten works. By way of an example, Mozart's Eine Kleine Nacktmusic was played in Berlin, Germany to near riots of approval. Mozart's orchestral and chamber pieces were some of the most important music to be revived during the first three decades of this century. One must also remember that music by Antonio Vivaldi, Telemann, and Buxtehude, were almost unknown prior to the revivalist movement.


	One might wish to argue that the revival of early music in the U.S. was a reaction against the avant-guard music. Yet concerts were given in which early music by Frescobaldi was programmed with modern music by Hindemith, and others. See The Musical Courier Vol. 95 #24 (Dec 15 1927), p. 38.


�.This was certainly the case in Washington until the large concert halls were build beginning with Constitution Hall, The Department of Commerce Auditorium, The Kennedy Center, Wolf Trap, and others. Prior to this time, (after ca. 1930), "the Musical Courier" repeatedly reported attempts to establish a national symphony orchestra here. Yet, as patrons were required to attend concerts in small halls, ticket prices could not support the orchestra.


	A second factor limited musical activities. The city still had "blue laws" that prohibited many activities during the weekend, including public music.


�. In "Is a Sousa Program Concert or Show?" Vol. 91 #14 (Oct 1 1925), p. 15, Sousa made the same claim, as would Arthur Fiedler, leader of the Boston Pops Orchestra in numerous interviews. 


�.Gault was not the only source for amateur music in the area. The Friday Morning Music Club had existed in the city for some time.


�.The formation date was found on a music program dated November 25, 1967, and is the last documented performance of this ensemble. The concert consisted of Attilio Ariosti's Sonata in D Minor for viola d'amore, Vivaldi's Concerto, Bernadino Lorenziti's La Chasse, Henry Purcell's Aria, Giambattista Martini's Plaisir D'Amour, Bonifazio Azioli's Concerto in La Maggiore (for viola d'amore), and Gault's Sonata in A.


�. In the fall of 1988, a number of instruments were located in St. Elizabeth's hospital, consisting of banjos, saxophones, and clarinets, according to the unnamed authority, with which this author talked. She further stated that the instruments were thrown away shortly after discovery.


�. Gault did state that members of the Budapest Quartet frequented his shop in the District.


�. Though the composer was not identified, Gault stated that the music, found in the Library of Congress, Music Division, was from "the late baroque."


  �. The reader is directed to Edward Heron-Allen’s Violin-making, as it was and is. London: Ward, Lock, & Co. 1885, xix, 366 p. was the first important violin making book printed in English. This book is still available in reprint. Harry Sebastian Wake’s The Technique of Violin Making. San Diego, CA: Harry Sebastian Wake, 1973. 111 p., 6 diagrams, along with his other books on similar subjects, is an acceptable book for the amateur maker. Leroy Geiger’s Violin Making Made Clear and Concise. Chicago: L. M. Cole, [c1935], 37 p. designed to teach amateur makers, was reissued in Cleveland, Ohio by Heinrich Roth Co. Inc., 1963.


Simon F. Sacconi’s I Segreti di Stradivari. Con il Catalogo dei Cimeli Stradivariani del Museo Civico Ala Ponzone di Cremona. Cremona: Libreria del convegno, 1972, xvi, 261 p., though not designed to assist one to make violins, is the most extensive book to discuss Stradivarius' techniques. Though published in an Italian, German, and English edition, this important book has become quite expensive on the rare book market. A source for locating further books on the subject is Roberto Regazzi’s The Complete Luthier's Library. Bologna: Florenus Edizioni, 1990, xviii, 56 p. Like Sacconi's book, this one, being a limited edition item, will no doubt become a rare, and expensive book.


  �. Though Gault did occasionally use student's electric bending irons, he preferred is own made from a bent piece of iron, that had a flange welded to it. This flange, placed in the center of each bending iron, was a gripping point for a pair of pliers which Gault used to place the irons into a bench vise. The vise also clamped onto this same flange.


  �. The jigsaw was one of five power tools in the shop. The other tools were a disk sander (used only by Gault, especially later in life), a bench router (also used only by Gault), a hole drilling device for graduating the plates (used by students), and a hand-held router (used only by Gault, see below).


  �. Gault did have a storage box full of arching guides (small pieces of wood). Yet, he never used them or taught students how to use them.


  �. Gault would often use a thick eastern shore accent to emphasize a point or tell a joke, especially an off-color one.


  �. Pages 262-68 of Herron-Allen's book contain great detail on this point.


  �. Gault had the student first make the back, as maple was harder to work, and therefore less likely to be destroyed by inattention.


  �. After showing preliminary copies of this book to Gault and his students, I observed no other such ridges. Though this book may have altered working traditions in the shop, this author tried to limit any changes. Yet, some fluidity always existed with working techniques. If one student read or thought of something, other students would either accept it or reject it.


  �. Sometime prior to this author meeting Gault, he came across a cache of violin-making wood, presumably from someone's estate. To the utter annoyance of a few professional makers in the area, Gault used this wood in his violin-making classes. Gault also stated that he even obtained Carpathian spruce from a house raised in Alexandria, Virginia, which had been built circa 1842.


  �. Tapping on the plates produces certain tones. Hutchins shows that by removing wood from certain places on the plate, the tones can be altered. Her research is based on the discoveries of Ernst Florent Friedrich Chladni, who around 1800 discovered that plates have nodal points that can be manipulated, or tuned, to the positive or negative effect on a finished instrument. See Regazzi's book for a list of Chladni's now rare books.


  �. See saddle construction, page ???


  �. This book uses anthropomorphic terms to describe parts of the violin that are roughly analogous to the human body. These terms, not all of which were used in Gault's shop, may not follow current usage. Yet, this author has found no dictionary that defines the parts of the violin discussed here.


	Also, regarding terms, this book uses "neck block" to mean the entire neck, scroll, peg box unit. This unit is not to be confused with the neck.


  �. Hide glue is essential for this step, so as to allow the plates to be removed for repair work, at a later time.


  �. While researching this book, Gault tried an experiment in which he did not secure the neck block to the instrument with the dovetail. Instead, he simply glued the two pieces of wood together. The result was most disappointing when the two pieces of wood separated under the pressure of the stain of the tuned strings.


  �. Setting the neck block is very important, as the dovetail joint must not only be exact, but result in the neck block orientated at the optimum angle relative to the body; orientated parallel to the direction of the strings; and orientated properly to the plane of the top. To achieve this, four surfaces in the dovetail must match exactly so that the neck block is placed exactly relative to three angles. Any errors result adversely affect the instrument's tone, and playability.


  �. During this time, Gault used aniline dye and Nicosea varnish bough from International Violin in Baltimore.


  �. Some advanced students applied the stain themselves, and a few students even applied a thin, clear coat of varnish as an undercoat.


�. See Chapter 1 footnote 9 for a discussion of Mr. Hilbus.


�. This appendix consists of the list of typed names that Wurlitzer sent to Gault, dated November 6, 1943. As no mention was made of where in New York City the exhibition was held, one assumes that this exhibit was held in the company's establishment. The letter also stated that this list was not complete due to late admissions, implying a non-judged exhibition. Because of late additions, the original list was realphabetized here. Yet, the format and name spellings were retained.
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