WCLASSIFIED ADS=

“For sale. 1930's Gibson F-7 mandolin. Excellent original condition,
$2.500.00 firm. Terry Schmitt, 1126 South 40th, Lincoln, Nebraska, 68510

(402) 489-7418.""

For Sule: 1938 A S0(A00) Gibson, beautiful sunburst finish, maple back
and sides (some figure),” " Gibson"" in pearl in headstock with small
diamond. Good condition, very good sound, replaced tuning machines,
new H.S. case $450, 1926 FS$ and 1938 F5 both near mint — all oniginal.
New Unicorn standard mandolin (long neck) f<hole A model, super play-
ing and sound $550 w/H.S. case. Bluendge Guitars, Henry J. Heckler,
Buchanan, Va. 24066 (703) 254-1869.

For Sale; Paganoni F5 '72; Givens & Cross F5 ‘70; Gibson F4 '18; Gibson
FS '76. All w/hd cs. All near mint. (312) 262-2410 Eves/wknds, C. Kling,
1419 W. Fargo Av. Chicago, Il. 60626.

MANDOLIN TABLATURE with cassette by Joe Carr of The Country Gazette.
Twenty Bluegrass and original tunes most recorded both slow and fast, including:
Red-Haired Boy, Hamilion County Breakdown, Sally Goodin' (with vaniations),

Forked Deer, Cotion Paich , Grey Eagle, Snowball, Roanoke, S doah
Breakdown and many uhen!ﬁuus led,om mdmdimia several kevs -'.—T’m” for

book and cassette plus §.50 postage.

Merlin's Magical Mandolin Method — tab book & tape by Joe Carr of
Country Gazette — over 20 popular tunes, licks and endings in advanced
““fiddle style.”” $9.95 for book and tape + S0c pestage lo:

Bluegrass tabs

4601 Cloudview

Fi. Worth, Texas 76109 R
Starday/King albums you've been wanting U DyndCdIPQLLA
in stock. ma mmst - %
Free catalogs. 430 Judah - San Francisco
Country Music Sales Composing - arranging
Box 866, teaching - concerts
Hot Springs, Arkansas 71901 USA 731- 8061
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——~~VERSATION WITH

N
COJOHN MONTELEONE

| PART ONE I

llowing conversation was taped at the workshop af John Monteleone, @
pllo L

The Ji . mandolins, in Islip, Long Island on January 24, 1978. John
young bullder of cuslom M 8 ecstatic mandolin pickers, and after the grand tour of
hay built 18 mandolins for I8 ecsiatic e vseraiaf M whestiont

xm (8 wWork e ina
(] Il bur (‘jﬁ.lﬂll orkshop, and an exam 1 ¢
mr{udl‘r"lg his new devign, he took some time 1o explain how and why
i L

J David Grisman

DG: Maybe you could talk a litte about your new design

M Well, I wanted to change the F-5 into something more personal, something that had
more of my own expression ... my interpretation of the instrument.

DG:  Which is based on a certain dissatisfaction with the F-5 design?

IM: Yes, I'll give you some examples. I wanted to allow the F-holes to project more and
not be obscured, especially on the treble side, with the pick-guard hanging over it. So
I designed a shortened-up version of the pick-guard which is free-standing, il has no
bracket to suspend on, it's just free-standing, short, and doesn’t cover the F-hole. It
allows that F-hole to ring clear.

DG: 1 got around that problem by removing my pick-guard and giving it to Frank
Wakefield.

IM: You certainly did! Pretty soon you may have yourself a new sound hole. Then, [ was
concerned about the tailpi for a couple of r One was the availability of the
tailpieces, the reproduction-lype tailpiece. I wasn't satisfied with that because
they're just cheaply made. I think poorly made. The pins would break on them, you
know that kind of problem.

It Anli

DG: Yes, that's what happened to the original tailp on my

IM: Right. The covers would rattle or fall off, get bent out of shape, the whole business.
So I took it upon myself to clean up that design, and so I designed my own tailp.cce
and | think that it's a much-needed piece of hardware for thal instrument

DG: 1 agree. Are you planning to market these on any kind of mass-level?

IM: Not really. I'm not prepared to do it, for me. My first concern is 1o make them for my
instruments, and if | can manage to make extras, then I would. My first priority is to
make everything I can to make my instr The body ch on my instrument
were 1o increase the air chamber Just a lny bit on the bass side. So | elongated the
scroll, which I think helps the bottom-end of the instrument. Sometimes, it gets
choked-out, I think, on a lot of *'5's™",

What do you mean by *‘choked-out""?

E 8

Well I just thought it would give mare berrom character, bass charucter o the
Instrument. The treble | can always deal with in other ways, by working through the
bridge or the tone-bafs,which I think I'm getting there. [ don't know if | ever will be
totally satisfied because of the many possibilities.
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John Monteleone

DG

M

-

E3REE

DG:

B3

| imagine your opinion is that the Gibson design is superior to most others such as
Martin design or certainly a Harmony design Lo

Oh yes. Well, | wouldn't want to say anything that would infringe u

particular, but | think that the Gibson instrument does buicn]lymbnc::‘ywh:ﬂyi;:

supposed to do; better than other instruments as far as design goes. In refining tha

design that's another story. 1 think it can be tailored to each instrument spu:nﬁf:nll 1

and that’s the advantage of one maker making an instrument. He can see it throy, Yr;

from the choice of a top or n back or the sides and just put them together T:

combination there 1 think is going to work right. .
—— — et O g

Do you still have the first one you made?

It's right there! (Points fo an un-strung F-5 copy sitting in the cor

* ’, & ner, l(‘ i
of a different color, really. 1 wasn't really going after an out and o’ul, Gih.\;: .mr;:ll
paint, That was my very first mandolin. el

So how many have you built to date?
I"ve built 18 so far.
All “F-5" style?

There are a couple of specials. One was a 2-point and another speci
: al was

;cry spar.lt: wood that | had gotten from a guy who had wurkerfor Gibsc:“lhl‘:etl\'(y)('
- octumen as fact, but b:. supposedly worked around 1928 or 30 in the Gibson

ac! <:ry. md he had gotten tm's wood. | showed you that piece. Very dynamic-lookin,
maple with the wormholes in it. 1 gota big plank of it inside for about 9 mandolins Sogl
Juhn siash that away for very special things. That's not my standard wood. The wood
ll‘ al 1 use is the best that anybody can get. Some of it's domestic. [t depends on what

m going to use it for. The necks I like to make out of the domestic wood, because it*

a little harder. But ifmm really wants a little softer kind of sound o;rcnll then :
usually use the Austrian. | generally like to use the Austrian maple (it comes fr.om the
Tyrolean Alps) for the back and sides. It lends a subtle softness to the overall sound

My dolin’s hard =

Yeah, that's dmnenicm#hywp!ﬂ:n It's a harder wood i
¥ . And tops
You can gauge that, too. If somebody really wants a ittle bit hl.rdcnénuxlrhdflux;;?o‘

aulhndpies&a ]

Do you just use spruce u?u_lively?
German spruce almost exclusively.

Do you ever use fir?

a

:lo. llfle the German spruce because it’s harder. It responds a lot nicer, I think,

What have you noticed about grain? An
y preferences? I know some peopl th:
wide grain is good, and others like a very close even grain. o i

Well, that's controllable too. B i i i
i . By picking the different kind of grain that have,
can control the bass and the treble, or the volume a little bit. rdimyndi

What do you find is the difference in grain?
The g .
k.-".‘:'mnmll?llﬂh’iu'ﬂn.llﬂﬂehhmoflhehn,llittlebilchlmkier
Mm.‘lhmlhmmm.dn.togivzil-linlebilmomchﬁty,
blend, | thi hul:*w.hmulmurnoundovmﬂ.-lhﬂchhbener
think. wide grains ... they’re your “*powerhouse”’ woods, I think. -
L

%

L
Gu
Broadway
;:f,,,,.'ﬂ., Tonnasses 37203
Phons ( 015) 256-2033

appralserare and
vintage acoustic
banjos, and mando-
mants are sent on approval.
tion of authenticity and
\ded free on request with
rumant we sell.
."l,n:'t‘r.t:monu can be shipped promptly
and efficiently to any point In the United
States via uUPs. Air frelght raaches most

overseas locations In a matter of days.
Call or write for our current bl-weekly
inventory listing of hundreds of goodies
featuring accurate descriptions and sen-

sible prices.

Selected Goodies:

Gibson F-7, 1838, excellent condition. ex-
tremely rare model with original hard
case; Gibson 3-point F, good condition,
checked pearl trim around edge of top,
fancy fingerboard Inlay, inlald pickguard;

Gibson F-5, mid-60's, very good condition,

headstock inlald with ““The Gibson”
script; GTR mandolins — these are & faith-
ful copy of a 1825 F-5 handmade for us In
Japan by two men whose former specialty
was violln making. Total production Is
only four instruments & month, and they
are made to very high quality standards.
We would not hesitate to recommend
them to any professional for use on stage
or In the studio. We also have numerous
other goodies in mandolins, guitars, and

banjos.

Doyounndthulhevoodonthemknﬂecumewnuloﬂlmicadncm'einm

Yu.lldou.ummehrder\voodinnuh,lminklmcmﬂebitmore:muinom
oflbemunnlhel.oﬁermcblhulwuliu. But to really notice a difference, you
womdh-vetobuddone.turhlpun.ndtbmrehﬂdumhernywrmlly find

No._‘nun‘lnnfuninthll.TherquﬁMoahinmklnsuinnmmcmndmen
mﬁeh&w@bﬁ'l hnnlj;;mdlhenoweyoumnh. you're done with it.

ntation is a -time job. A certain company has been producing print-out
dlulnlhelrnperimmnlhbforym.Wmhnvnhlydonewilhiﬂuthrul.h-rl
knnvo!.Thcyltillhlvgtheliuolimnumzm.ﬂverylhin.ispnuymmhlh
same way. The only thing they did was they went back to one of their old designs.

1 wish some other companies would do that if they could get back the craftsmanship
1don't need a machine to carve the tops; I don't do that. I carve them all myself. [ take

You have 1o arrive at some point where
£ you have something to show to people.
lvemthnbulcﬂly.huronlmychu,ulsvw.bmnn':omh'f;z

DG:
when 1 changed fingerboards.
IM:
% out. Then you get into the experimental business.
DG: mem?wynevumywmkjmlmmexpeﬁmﬂ
IM:
They brought out one of their older guitars.
DG:
too.
IM:
each piece for what it is, and I can work with it.
DG
:  Are you [linished with your new design, or will you continue to work om it?
IM:
now.
DG

llnndnn. you're looking forward to the da mandolins your
when
mﬁ"n.uwcunymmmmnyah-. b o
= -



John Monteleone

IM:

IM:

JM:

T T

I think so, if there is a future, yes. What am | talking about? (laught

yes. that would make me happy, in the long run, to go complrl:ly :‘;’::;lhc f]u\urc

That would say what I need 1o say to people which is that there is room en:n hgfgugn

instrument of equal or greater quality than the F-5. Trying to break out u's or an
somehow of a mold,

I'm impressed. | don't know which of those three mandolins | would
with me. I think I do. Do you have a particular favorite? ok o tika homn

Yes, | do. | think that the new prototype has more in terms of evennes .

and jus! total response, I think it's got more quality toit, in sound, than t‘h.e“:n‘:lr:nlk:'
s0 subtle, it's very hard to say, | would have to make some mare of those to rull- .
able to make a statement on il. A

Well, what are your plans, other than to make two Monteleone mandolins a month for
an indefinite future? Do you see that as being able to take care of your physical and
spiritual needs, in light of our economic reality?

Well, nothing is easy, of course, but when you dedicate yourself to something, you
just do it, you see. I'm not bad offat all. I'm, of course, happy doing what I do, [c‘r\juy
doing it because I learn from it, and at the same time | can make a living out of it.

d next issue

Tiny Moore

T™:

continwed from page 12

You know, that's a hard question to answer. Of course any teacher can write down

things that he plays or things that he maybe wants to get across, most any teacher can

do that. But I'm not sure that this is the way it should be done for people to learn an

individual style in playing jazz or takeoff or call it whatever you want to. This one

fiddle contest judge calls it hogwash. If I get a student, and by the way most students

that I teach don’t go that far, most of them are beginners m guitar, fiddle, or mandolin.

Occasionally you get one that does, and I try to guide them roughly like this: music is

nothing in the world but a combination of scales and chords. If I want to deviate from

the melody that this fellow wrote, whoever it was, and put in a few extra little things
there are a few rules that I know I have to go by. 1) | must know the chord I'mon. 2) |
need to start a passage with one of the notes of that chord, whether it be the first,
third, fifth or maybe even the sixth or the flatied seventh or whatever. But it needs to
be a note that lends itself to that chord. I also need to end that passage with one of
those notes. If it happens to be a seventh chord I think it should have several flatted
seventh notes in there to make sure that | know what I'm playing. To me these are the
basic rules of playing hokem, jazz or whatever. And if a person will follow that, he’s
not gonna get in trouble. The only way | know to teach it is to explain that way and
then, of course if a person's had enough music maybe play some things for them and
let them record it and pick a piece here pick a piece there and so on. That's the only
way | know to do it.

Any scales or arpeggio studies that you recommend?

1 don’t know of any specifically, except some that you could just make up. Any violin
book would have them, any clarinet book, any horn book. If you want to go that
route. One of the fellows who teaches here went toa seminar with prnrq Roberts.
And he went into a very detailed study of ‘you can use these notes against this chord if
loudmilinplmmdponwkhlhcsehundredsafndeanmwhn'lyoucnndo.
Then he ended the entire thing by saying, "Now you can, for all practical purptm:ti
forget all this stuff and play what sounds good.’ And that’s about what it amounts to.
wtill need 1o know those specifics that I told you.

e el s snsass Bannina to%?

- As note to subscribers: - -
everal people have written and requested that their subscripti i
P ri
with a specific back or future issue other than the first lsrt:l::lpt::
; wgyoumit.l: {rie‘r‘trun?l; much u:: t:re";lnhke to individually accommodate each of
5 impossible from the standpoint of keepin rent
comsc‘ml ;ev:orﬂe:‘;h To slrenmlu'ne paperwork our complelcmm:mbcm rthd
el n;:elvad :lel‘t‘:umlﬁ }vhy if you joined in late 1977 you ;Pe;;
: r issues at
scribe. We hope this doesn't cause my:n'fc un.:iou?lmonm :epn.::. e

seems the only manageable alternative to a | ic nce, yet it




D). Grisman

John Monteleone with ome of his new mandoliny

CONVERSATION WITH

JOHN MONTELEONE
part 2

I)ul‘:d’:r”_/,’,‘;,/,l,l):h‘,,:,\ ;4 continuanion of David Grisman’s iterview with mundolin
/ eleone, titially published in MWN Spring 1978, The tntervien
”m‘/‘f' ted i Islip, Long Island on January 24. 1978, has so fur covered Monie
leone's particular innovations in mandolin design. different acoustic properiies in

woods y
ads, and the economics of being an artisan in today’s commercial wor ld

-

How did you get started building instruments?

r:l'(l}.'::"lz-‘lﬂ';.! when I was 14 and the neck went out on this Harmony 12. Jnf:] II
- 'Mmyscl to .. instead of throwing the guitar away I couldn’t sefl  UC
y a neck because | had worked with wood. | knew a littie bt sl
;:rkm for my father. he's a pattern-maker. So | took it upon myself 1o get 010 it hu:
] Idr?‘ thing that got me bitten about building anything was | needed & g.m“.(rn :
ouldn 't afford to buy this one and | knew just what | wanted: | bought some W¢ o
wen! into Manhattan. found H.L. Wylde. bought the wood. came¢ home and | Ihmc i
ws sbout 16 then and I buil this in my spare time. Just a mahogany boX | gt

somewhere around here . and to finish that guitar, onand off. it took abovs :d) 1'10'
years laser finished it. | went off (o college, the whole bit. | £°' LpimeTeeE o

| fimished up college with & music degree 10 teach. Couldn 't find a job

ilferent instrument today than it was,
k 14

DG

M

M

IM:

DG:

DG:
JIM:

LI o S E
Why mandelins? I mean, did you become @ mandolin playeT
y m >
player?
No, | can’t play the mandolin to save my life

You just felt sorry for us.

*m intrigued to death by U
T e f (nstruments. 1 m

from the violin line of o ent, but the

L it's different enough
X me'nl;“\r::":'utl::"l‘l::h: very lrndllnupa] and
mandolin ... you can't compare it u;:he

lﬂcq-lnd~lrue lylp‘S:,rl;l:‘l::llly and physically everything is @ whole different shape
:::lh:(‘tl'ye(::ncl.c':)n.czpl, different stresses. So you have 10 appro
int of view and llI lhcu::l ln:::) ::“\;'e;a . Lotk = pcop": o

| el etuing ‘
:tr:ll:‘:i'o:i’:l.:.g:n:m nyn: guitars ... there's such @ flood of things hame:;\)txntt':‘: :::

ake a
_But 1 told myself in fact that I would never m :
:l::l;u:::r:‘l vl/;nus doing resylornnou 1 just looked at it and | wasn't really thrilled with

mandolin as much as ] was into guitars and banjos.

What changed your mind?

After working with them enough, | got really intrigued with what made this instru

ment do what it does. Also, the design of it intrigued me.

Do you know much about the early Gibson situation? I mean in the Lloyd Loar era
the Golden Age. In other words, those instruments thal were beautifully made, how
many people were responsible? It scems that they got a large number of beautiful
instruments together al some point.

Yes, It's interesting to think back. Like, Guy Hart was resp ble for the building of
the instrument, really. Lloyd Loar was just a signature man, really

He was a musician.

Yes, he lent his musicological ideas as much as he could, I think. But as far as bu
g : . ildi
them, he was not the builder. Guy Hart was really the builder o

Lloyd Loar designed the modifications, didn’t he?

Z::c.:e‘helpedabﬁn' them ubqu\ ... the F-holes, the bndge design and whatever .. the
= ngt.aycr:;l :\ even then, it was kept on a more personal level, as far as | know It
uge assembly-line product. There was more control involved, and

that's what 1 like todo i
T ois keep more control. If1 stay as small as I am, then I'll have the

Of course there are discrepancies in workmanship in The old Gibsons.

Well, sure, you'll find some of those that just don't meet the kind of greal expecia
:
J
tions that we demand of them lodny. But a lot of them do. I don’t know the technical

blelelllld of Gibson the earl years, but € 1o ed my own idea about 1t
y v I have formulated

uat Skt
supervised the construction of lhlm"‘ ) \hink, in the factory and the way that they

cut these ... but wh

:::: :"s;:';gpmdi::::‘mc:;wmch as the tools and dies
Kapey ... the templates :

as availability of : wear out, especial

ity 1 s malerisly 1

‘gel used or worn out, they
Y In manufacturing n‘s w

en : i =
you have to tailor your building 10 \hoxli



John Monseleone
What is your opimon of what's happened to the Gibson Compuny?

Gibson had to re-educaie themselves, they’re still going through q
“-educyy;
on

DG Are (hey interested in getung back to their former standards? Are (hey .
they have dane in the past and the differences that exist? ey awure of wh

JM: If they are, they're very slow ta respond. They are interested in the m
what's obvious. 1 don't think its in their interest to conform to the biy, arket ang that'y

I think they stand on their reputation and that's about as far as thag ‘ucsrn; Musician
a product and that's it If 1 back up a secand, one of the important l:! They py; o
days money could buy a lot more than it can now, and with more 'nle,“mn 15 in (hoge
is he crall who were probably immigrants or families of:mml;l‘:: aple, thag
ever, just pean Cr who may have come 1o work jn (1.c - " 't
well-affordable. inthe fuctary

a1 pnces thal are
Wnyourlppmnchinitillly 10 recreate a Gibson of & cerain o

M Wdl,ly-lml‘mhﬂmnllq:.‘lmndmﬁnlhmnccksrmoldm,
really into the fever of authenticity . . . I mean really matching it. Not just , and | wyg
it but I mean matching it. And that was satisfaction because I got there attempting
point I tumned around and | satisfied myself. That's what I wanted to d’o“"ld‘:::l that
: ted o

satisfy myself and say | could do it

1 had a siinilar trip with Bill Monroe's style of mandalin. 1
Manroe, and as soon as | satisfied the urge, it didn't intrigue m:m:fg:'::yhh au:

couldn't go and do that.
o youn Ilmﬂwaluf.lllt-molﬁonywownﬁnmlhupo,m'

DG:

g

extend y d that point of and say “‘tha’
et gnt iy = y “‘that’s not ¢ .
think I've looked into it sgriously enough 1o say that there” nough.** |
put of this instrument. I'm going to try. o s more that I think I can get

Specifically, in what areas do you see room for improvement?

Technically?
Yeah. For example what was the hardest part of recreats i

& £ ng or getting back
craftsmanship? Was any one thing really a stumbling block roryz'm ck 1o the old

In a way. They're just small challenges. It went i

c s pretty smoothly, but I knew it wasn’t

:hn‘:l' :d nght away. I spent -hnul Iwo years getling all my information together,

ad error bummm - “:unu my tools up, my moulds, everyjhing | needed. |
mm ) , | had good access to some fine instruments. | had

several Loars 1 inspected compietely and documented.

DG:  Did you find them all 1o be consistent?

M : fonad varins
2::" 1o detail ILM them consistent in contour, shape on the outside,
sk e Ehe b llno. headstock. Almost everything exterior I found consis-
differences an the instrument was a little different. Sometimes 1 would find
shape of the tane bars, or position of them.

DG:  Shght differences?
u can only

M jum 4 :
&ﬁ'_i e e [0 .. now this you don’t know, you

: WW’W that to trial and error or you can attribute it 10
there, know what | mean? |t . where you place part A on part B and it's basicaly
a ...w-aa’ ‘::' not calculated out with a micrometer. I’ placed in
m‘l‘“ Rty "m-d'mmlhﬂwulh:irconecm.ldqn'
G EEn ’W"m.ymkwwwhmlm?nhwk

DG:
IM:
DGe

IM: -

pG:
M

IM;
DG:
IM:

{ o get the
nstrument 10 wan
‘“:m:'u:r::\l\'::;n. OK? An uﬂurd:k;l; good
c|h¢ll' whole indusiry. it woul g
effort, really .

ugh
on 10 it €nO
ot of attents being Mast
they ‘n"(“lhl')' could sh |‘:a[nuhl revive
best quality msll’“m‘"' L lins, that was their
quality> 'nt::l‘ns back the mandoins:
enough ©

That Wos (he iden pehind the F-5.

of att

heir problems. but
riani thing was 10
ble. When1 build

fu
rt to bail Sudebaker out ©!
L s 00 cﬂ't;m. | found that the most impo
b tobeas resonant as possi
ke the top b7 be fm,u e/ possible .. . 10 bc‘;sr:‘eaﬁor‘m‘:\v:y::
mal ] . . :
I them.©0 .. ldon't lune
h i/ rulinml;::f :r‘:l (he bars, but when it comes nght
. it! You do it with your hands
ind of fascinating o me in a way, all tm‘: Iaboﬂlor"y
o it. 1 can understand what they're doing, lhehy lll'e Er:lm: h:
ppen it somehow, to graph il
s ly it really and

i st have 10 Be!
and your hyou.w 'y why it’s ki
IYP; omprh-:xh i: happening. e iy s
unders! ¢ i ion, I've never seen

ns, in ,":Pl)”:l'l:.:‘h:lmc!:nrﬂ:::roknevtry {ime. What it comes down 15 1s no I\;l‘:
goAk B0 w;:,dr:—lm basically they're like snowflakes, you know? They're U
gl ol wh, “re all diﬂérenl. So you have this combination of woods that you put
same but :,.dy" you're putting them together, that's when you can ﬁ|\.u'e out what is
mﬁwn Y or you try to understand it that way with the picce in your hands,
:ol behind a microphane or ing like that.
have to have an affinity for it.

understanding of what is going to be the result of a
f this or that. Or if you carve this thinner, it's going o

Well you

Right. You have to have an
particular move of placement o
produce this.

I would imagine that you would say that the selection of woods is critical.

Absolutely.
Would you say that in the old Gibsons a lot of the, y’know, not so good-sound
mandolins would be more a result of something in the wood, or a n!\iymnchT o

I think it's a blend of things. First of all, they did carve their tops rather heavy.
Right. Mine's a little thinner, I've noticed.

Right. And the tone bars tended ;

very trebly-sounding i u to go on the heavy side later on, too, the result being a
St Bl T Wwl;!l_s‘uumclhe nt, but it tends to lose the body. You start losing bo:

%m one end (o the olh:': Bu?:hem’:p:::.mm of the instrument. We call it bah.ncey

| f 1 i R .

e thinner the better . .. that's not the !oﬁ‘l’i‘;‘;-‘cpmn about thinning out tops t0o.

Is there an oplimum thi
. m thickness, barri %
1op as thin as a razor blade w°ul"d' “‘lh unu;u;ru Cf;nslderlliom? If you could have a

No, I don't think s0.
Yo i
U need a ceruin mass of wood Lo move

You i sound
sl;l; u\vuhmg_ your out if yo
§ PUL things [ike tone blnyin“m instrumen
S| L

w18
A._
16



DG:

JM:

JM:

JM:

THE JOHN MONTELEONE

Even when you see it, you can'’t believe it—

John Monteleone i

| see. when they vibrate, they vibrate the other parts of the top that they're touching

They're helping carry sound out to the rest of the top, l':) glc! as much of the top 1o
vibrate or pulse. The more area you can get on the top, t cd ess qualgly sound you're
going to have. So once you're able to run lh? sound out and control it that way, then
vou can deal with shading (o tone a bit. | ve been pla‘);mg around with differep
icnglhs and size braces, or tone bars we call cm.—Thc-y o have that function 0o a
little bit. They act as braces in a way 00. They add strength.

That's a big difference in instruments . . . the bracing. Martin mandolins have diffe-
rent braces

That's a whole 'nother animal,

And the round-hole Gibsons are a whole other design, too. What is your professional
prognosis on round-holes and F-holes?

I think most mandolin players tend to look at the mandolin from the bluegrass
approach. Not necessarily a classical approach. I think there are different qualities
that we (they) expect to get out of these instruments. They want 'em to “*bark”™ or
they want “woody'’ sounds, or whatever. But there are some qualities of the
mandolin that can be brought out if people wanted them, in other words, orchestral
qualities. You can refine the balance of that instrument very sweetly. But you have (o
do a little compromise, if you want power. If you want power and response, volume,
you're going to sacrifice a little bit of tone for that. That's just a well-known thing with
a lot of craftsmen, that if you're going after volume, basically you're going to drop a
little but of the quality of sound. But I think these days there are some people who are
getling around to that classical kind of sound. A more refined-type sound.

continued on page 26

F-5 MANDOLIN

They're that good
Only two made per month

m" have been greal if you'd bou

F5

hang, Tree John himself turns

ght the mint Loar ten years ago, when it wasn't

$7500. But here Is another

mMade by John Monteleone. T Oppertunity in mandolins you should be aware of: our

€re are very few of them around, and there never will be
result is a flaw) out only two per month, working slowly, by himself, by
'W'" instrument of the finest woods with a big. bright sound and 2

PICa ever made, However n. We realize that everyone says this about every F-5

Mnm:for“mﬂ\jp

+ We Invite you o come in and try one and play it alongsnt‘ie a
°T¢ was a time one 1o your door on approval The price-now-is $1850
"¢ Not 1oo long ago when that was what a Loar cost.

629 Foregt e 12ndolin Bros, LTD,

SOER Ave., Sta

Mn-l"‘-ﬁm andol 0310 Tel. ( )9 6
= Vlhim“ are shipped strictl . Prepayment by
- Sl .mh i y on approval. Frepa
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teleone continued from page 11

—_—

John Mon

['ve really noticed dramatic changes in instruments that have been played a o
v ’

Yes. One of the things that happens when you do pla_y an instrument is that you
JM: "‘56 it 1o the elements. and that’s a very subtle thing, bul it’s important. The
c“:;xmon of the inside of the instrument helps too, in helping that instrument breathe
::fad' instruments that don’t get played are kept in cases usually. And there they sit,
and they re not able 1o breathe. They must be al?lc o breathe and take the changes of
moisture balance. otherwise it gets trapped in. just like mold can develop. Well. the
same thing can happen in the case. Yes, and even worms. That’s been happening with
old violins, you can get a case of worms. they just can destroy a maslerpiece.

pG: |Imagine eating a Stradivanus!

JM:  Yeah! They're going to work . . . chiselin’ their way around. But you know. these
days we've been, by and large. educating our ears, | lh_ink. to be more critical.
Especially with all the recording devices. and electronic dCV|cgs that we have
available. We re able (o sit and listen and make observations about different blends of
sounds, and become more cnitical, and more demanding, in fact. That's why all these
different instruments tend to specialize themselves for different pieces of music:
you'd use this for that, this for this. and that, but electronically we can get around

that.
Sure, electronically. but that’s not a real mandolin sound.

Right. The volume thing is interesting too. because it’s helped put a demand on the

F-S, because the F-hole is an instrument that can project a lot more than most

round-holes, not all, but most. Playing in a band is another thing that has helped
~ ¢reale the demand for something that has just power, a ' power-house " instrument.
: - orchestra guitars of the '30s, unamplified, are power-houses. They have their
onc bars set in parallel, you see. F-hole guitar, parallel-braced, one under each foot
of the bridge, and they 're just chunkers! They can sit and chunk, unamplified . . . you
hear it under everything! Amplification was a problem then, they needed that
type of thing . .. but then again there was a sacrifice 100, of the mellowness and the
: s of the instrument. Now we don't really need that, because we have all the
that we can depend on for amplification or playing in different band situations
- The demand more is now for a more melodious solo instrument, one that

d everything and be playing in solo, and have lots of quality to it. It doesn't
bea " power- " any more. The balance is now controlled. In fact, if  get
which is always a problem) I'd like to experiment a little bit on the
re-designing the tone-bar structure.

e emergente of the Japansse F-S copy?

M at copying things, but not too good at developing
are not very faithful. Attention to detail, I'm concerned
r key word 100. It's an object of beauty as well as
L. | used to feel better about the Japanese or the
much anymore. I feel the same way about them as I do
 which is that they serve a purpose. You know. it's the
g that's affordable 1o a lot of people, and a lot of
he ones who are dissatisfied are the ones who

.

them happen to fall together the right
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o :t”nmmd aufpustabie pridge Theore's lc
sound wives 10 f0 through

Thaa ulso protuhly softens it down a lutle
DG:
In fact, yenh. it doesn’t make il as pungen! a sound. I takes the metal harshnesy oy

of

M: of
; the sound.
DG:  What shout when I get off the plane in Switzerland and my acrion g below (5,
" fingerboard”
JM:  (Lsughing) That's why I'm designing an adjustable brdge. | have to do tha; The one

sece bridge is 4 good idea, but not wholly practical as far as traveling and meey;
mdm It i3 a problem there, beaue these instruments are Jike ba,;:,:f
ers, they change. | have made a couple of bridges, spare bridges for People why 4,
change them, different heights for different seasons. In summer and wine, e
change the height somewhat. But in terms of practicality, you do have 1o oy
someshing adjustable Oh, in the neck, too, that lmotberthingldid;asfzruum‘,
I think I'm the oaly one besides Gibson that has a.carved truss rod in the neck Most
of the others have straight cut-through channels. It's rather difficuls 10 cut a carved

Ms&mwb‘o it, wouldn't it lose its function if it's not curveq?

'ﬂiﬂlﬁ.:n-hnhmm-omnchummhamd.mm

rally ¢ ‘g“gfi,.-.ﬂlhlu:kﬂlupﬁngmnmypm’m.'ﬂcn's
ﬂ?hg‘hpm either down or up, and you don't

| rol . »nklowmuifmﬁﬂmmhmrodit'sgmmp

any of my customers have been unhappy
Keally, thal’s nice. That's a part of the
in your music, same thing. Feedback,

: 'ﬂﬁi;iuamwplmmofyogxr
ere is no way if you're going to hand build
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