Building a Swedish Clavichord
after Lindholm-Soderstrom

By Andrew J Lagerquist
Eugene, OR Chapter

Introduction
Bjarne Dahl a collector and restorer of carly keyboard

mstriments 1n the San Francisco area, has said thar che laee

Swedish clavichords achieved the pinnacle of clavichord
“technology,” that 1n these late instruments the clavichord
went as far as 1t could go, both in technical and musical
refinement. One of the inscuments in his collection is
a Specken clavichord he acquired in Copenhagen in the
1960s. My first encounter wath that Specken inspired me

to learn more about and bumld Swedish clavichords, 1 had

grown up with a clavichord and was acquainted mostly
with Hubert style instruments (Editor’s Note: Christian
Coottloh Hubert was a Germsan instriment builder who lived from
1714-17%3) of which I had built one model: the C-g™
(Editor’s Note; Pianc technicians know these notes as €2

:6) in Niirnberg, but the Specken, h

Sweden, the land of my anicestors, had a magne and irresist-

ible quality that attracted me instantly. Not long after that
experience, Eva Helenius-Oberg’s book {Swed

Clavichord
Builders 1720 - 1820) came out and [ acquired the drawing
1743 Specken in the Musikimuseet {The Stockholm
Music Museum), Shortly thereafter a commission to buaild
a Specken was received. That instrument was shown at

the Boston Eatly Music Festival in 1997, which caused an
enthusiastic player to inquire if T would entertain building
one of the late Swedish instruments.

Research
Following that request, I'set abour building a clavichord
in the late Swedish style, specifically, an instrument after
Lindholm-Séderstrim, builc in 1806, Three instruments
were examined prior to commencement of building: the
actual prototype at Fincheocks (Editor’s Note: Finch

15 & Hil

wseum dnd performance Center in Kent, England housing

orer 70 i)

ords, and clavi

| s, harpsich ords). 2 1780 Lindholm
owned by John Barnes (whose restoration report appeared
in Clavichord International just before his death), and a
1796 Mackwitz in the Edinburgh collection. In additdon,
[ had the good fortune to examine an actual soundboard
793 Lindholm, lent by Steve Barrell.

Before examining the

removed from a |
three clavichords, I had acquired an
excellent drawing of the

Finchcocks mmstrument, and was
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acquainted with aspects of their structure, and of course [
had the H&l-::'liu-\—(:‘lbf-rg book. It was shocking to hear the
two plaving examples. My heart sank when T realized that
these large instruments with their enormous sound boxes
and huge soundboards didn’t produce very much sound.
Both instrumnents seemed stifled and difficult to play. Each
had been recendy restored, and 1 had nothing with which
to compare them. Faced with building them, I resolved o
proceed in the belief that they were capable of producing
ant I had heard.

['he consistency of design of these clavichords over a

Imore t

span of more than thirty vears is striking, This 1s particularly
noteworthy considering the number of makers active 1n
Sweden, of whom Lindholm was the most famous and pro-
lific. The Rackwitz of 1796 is uncannily similar to the 1806
L-5. The 1793 Lindholm soundboard fits almost exactly
the soundbox of my reproductions! There are three designs
thar evolved — FF-a™ (F1-A#6), FF=c™" (F1-A7), and a few
CC-c" (C1-C7) gianws, All have a 47 in the bass, though the
number of strings decreases in number as time goes on, The
FF-c"™" models begin to appear in the early 1780s, which 15
surprising in that fortepianos generally hada’t attained this
range this early.
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Ome is also struck by the unique relanonship forged
berween the theoreticians ar the Vet
[Academy of §
1740s. Acoustical ideas emanating from the Academy, such as

enskapsakadéemien

ience) and the mmstrument makers back in the

the grain direction of the soundboard, were actually put into
*_,1!'1.11-'_';: by the instrument builders. Specken adapted these
theories to the clavichord design that he brought from his

naove F";J..YLII]I]‘\.'. o

ch improved the instrument dramatically.

Ihe history of the Swedish clavichord through to itsend 15 a

testament to the strength and logic of these 1deas.

Building The Case

In Ty INSEAamMEeTyes, the case materials I,I‘:I.'fi'i. are

at varlance
with the originals; however, all the materials are conifers.

1¢ baseboard and all structural parts — hisch-planks and
WTEsT - 'FI .1]'_|_'\ \]_I"IL'I._]j_' S LINGer I."Il; l."‘:FIJ\ SCCT10Ns — arc L.L'JF".L‘IE'L-.
Sitka spruce. The case stock 15 what 15 known in North

America as “sugar pine!” Both of these woods are from the

northwestern United States where [ Live

Tl € 51gar P'I'I'I"' 3

lighter than the Scandinavian pine of E|‘|c" originals. lt1sa

beaunful and stable wood, has a nice tap resonance and 15

up to the stress born by these large clavichords, The quar
tered Sitka spruce bottom measures 36mm {1.4") thick, 15
zood enough for soundboards, and, in spite of their fifty
pounds of heft, are surprisingly resonant by themselves, |
suspect they are a more hve acoustical agent than their
slab-sawn original cousins and, in that respect, are more
than mere scructure. There 15 no trenailing (Editor’s Note;
A trenail is a wooden peg that swells when wet, used to fasten
timbers) of the baseboard to the case: mnstead, the joints are
reinforced by riangular fillets on the interior, whete not
already reinforced by the massive wrest-plank and hitch-
plank sections.

The late Swedish instruments have two unigue structur-
al members that, in not contacong the baseboard at all, turn
1 simiple but effective truss They

1k

and the belly rail, parallel to the bass strings, running down-

the whole structure intoa

consist of, firstly, 2 large strur berween the bass wrest-pla

hill from the wrest-plank. On the other side of the belly rail
15 2 second dia

gonal strut butting the member just described
and the treble end of the balance rail,

It ruris at a more
extremic angle into the key rest rail, just above the baseboard
and just below the level of the keys. (See Photo 2)

It 15 beautiful and simple o ulation and 1t works.

The Fincheocks instrument and the owo instruments 1 have
in thiat the case

made so far have neghgble vwist. I feel cern
distortion Barnes describes in his 1780 version reveals thar

this feanire had not yvet been incorperated to counteract the
he Rackwitz, also an FE
instrument, has this feature, The steut under the bass strings

inevitable twist of the case. T

Fhar Here vou can see the fusg trusses, wdnch felp 10 prevent case s

oF e

strut, i the

rrroired, Tmins Betue 7 wwest planke and

'.L‘.t..ll'a' across the instrument), The § SEFUE TS T ik

rafl (nfersedtion fo Hhe rear oase i

§ '
by the ¢ = R | ! e

15 extremely resonant, and when tapped lightly, can be fele
through the bottom in the key well. Might it be 4 sonic efe-
ment as well? 1think so,in a subtle way; so much is subtle in
thisse large and seemingly un-subtle instruments.
Additionally, there are two small diagonal struts between

the front piece of the sound box and the baseboard. These

cercanly buttress the case side, but thew relaovely small size
arnicd }'!U'L:;.EIOI] leave me a biar pl17?|:‘.ﬂ. T'he one on the left side
i5 50 close to the front-treble cheek joint that its usefulness

ed abhit oo then

escapes me. The second 15 locar

are able, as they engage the liner, to transinit

Perhaps they

some vibration from -’.l‘.i soundboard back to the baseboard.

The Interior

The kevhoards are made of the same sugar pine as the case
stock
keys create same physical problems involving torsional

1 he extreme ¢rank and length of the treble-muost

forces on the balance mortise and the ability of the key o
fex latera ||‘.
work easily and well.

Some effort was required to make these koeys
[n additon to undercucing of the
[ have wondered if the snf

heads, some lead was needed.

pine of the originals might account for some of the playing

difficuley 1 encountered; if there might be more inclination

for the key to “chuck™ if not perfectly executed (not tak

g into accoLlnt pir-:|‘-. scalingr, string diameters, and their

curnulative effect on touch.) Perhaps the somewhart less
soff wood I use absorbs 2 bit of the violence of the strike.

will have an opportunity in an upconung Insirument oo use
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H utlding a Swedish Clavichord

d '?’-‘.i [

oe I

||,|"\|n

e Swedish

forward to haw

pine for '.'.:':r kevhoards and case stock, and

4 Teal COIT P"I‘ 15001,

vedish rack” T
simple systermn of a
leather

rnaimngina sup

lined key

imposed wooden

|15 as guieta

gading svstem as |

ve cncountered.
(See Photo 3)

This system

offers great benefi

in L:r:*}*-n'r; the x\
d
lacerally stable in

its vertical excur-

sion. It is conse-

quently a great help in the rorsional problems of the treble

keys, and is superi
The

1an Alps.

or slip riding in a noisy slot

fe of spruce [rom the Ttal-

undboards were m

L

Here too, I will soon have an opportunity

soundboard-grade wood {rom Sweden, which 15 the stiffest

I have ever seen. The .":T.}':.'H:'\lT!f-_' soundboard 15 d

cantilevered belly-rail and the perimeter of the wrest-pls

“through™ area to the far right rear corner, as
It is

There 5 no

the treble wrest-plank support runs s entre length.

completely sealed off There are two “mouscholes:™ a large,

long one through the belly-rail, and a smaller one through

the treble cheek. The cantilevered piece over the treble keys

a challenge; 1t must be strong enough to sapport the reble

soundboard but thin enough to allow clearance for the re
mtovil of the treble keys that work underneath,

are of beech. The 8 bri

I'he bridsres

ge seermns to be the 1deal profile and

Sovember : l':-ll:.--I ]
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sxeellent dynamic
(See Photo 4)

1ere are four ribs parallel to the 8 bridge, the second
il. The

d the bridges

mass to allow ¢ range without sacrificing

sustain

one from the front doubling as the 47 hitchpin ra

combination of diagonal soundboeard grain an

and ribs crossing at near-right angles causes the board to be

ncredibly rig

. dynamic <lIl-L] stable, [“erl‘.t larly the area
lank. This is one of

the masterstrokes of the design. (See Photo 3)

tween the § ‘:'-ri-.l-r'c i the wrest—pl

he after length of the strings, much longer than in

Gert designs, produces an incredible amount of sympa
thetic energy. causing the sound to shimmer. The ability to
sustain would be choked off were there any attempt to damp

this. Accordingly, overdaing the listing {Editor’s Note: The
“listing™ is the felt woven through the after length of the sirings.)

bevond the tangents can reduce the dymamic ability of these

clavichords. This was proven to me in my ow? strments,

when the listing was reduced to as little as necessary, wath no

gents and hitch
could

derise weaving in the area becween the ta
plank. The sonic contrast to the originals | had seen
not be more dramatic
the list
e

Soderstrim in

The stringing chosen largely reflects

ippearing

in PekkaVapaavuoris article on the f C-c
(the May 1999 issue of CI)

its oryginal strings, it seemed a logical course,

inland ). As this clavichord has

[ did not use
wrapped strings in the extreme bass. Examining the bridge of
the 1793 soundboard, I could see no evidence that it ever had

. Based on the musical resule, 1 se
L'i"l'.'.b]]l.l'.'.'."i'. ol un~wrapped strings and 4'wyield a

wrapped st e no need for
thern. '1'5:'.-:

robust bass and the ability to play quite softly without a“spat



ong” effect. The transiton 1nto the notes
with 4"1s the least abrupt [ have heard.
['he two Hass clavichords | have heard
had a much more notceable transition.
The 4" bridge sits completely on live
soundboard. The 4’ was strung so that

the strings were at a shightly higher level

than the 8 at the point of the tangent,
enabhng a soft strike to not even engage
the 4’ string, The ability of the iron wire
to sing right up to the top C is one of 155
most exquisite qualines. T pitched the
clavichords at A-420, based on Grant
(’Brien’s article on the Rackwitz
clavichord in de Clavicordio 1995, They
seem quite happy at this pitch level,and
their m

g stabihty 15 nothing shore of
extraordinary,

Conclusion

It the clwichord circles with which

[ have been associated, a great deal of
tme is spent debating the contention
that fretted clavichords are superior 1o
the un-fretted, and whether it is only
appropriate to play certain music on
one or the other tvpe of instrument,
(Editor’s Note: In frered dlavichords, the
same siring produced te or even three
notes, depending on where the tangent
struck the siring. Unfretted instruments
used one string or sel of strings per note.)
That the instrument performs musi-
cally is more important to me than
any other consideration. For me, the
large Swedish clavichords seem able o
comvey almost anything in a musically

satsfying way.

[ would like to close with some
words from one of my customers:
“This Lindholm 15 a perfect clavichord.
Lindholm really figuired out all the
right acoustic answers. Unlike most
other early instruments, Lindholm’s late
innovations do not cancel out or nullify
anything that any carlier clavichords
were trying to achieve. It can correctly
play any music ever written. You DO
need a dozen different Aures, lates,

viols, harpsichords, fortepianos, violing

You DO need a dozen
different flutes, lutes, viols,
harpsichords, fortepianos,
violins and bows, etc,
to cover all the different
You
need only one good
clavichord!

periods and styles.

and bows, ete. to cover all the differ-
ent periods and styles. You need only
one good clavichord! 1 have put all my
other clavichords away. They are nice,
but T just now don't need them!™ What
greater satisfaction could a maker of
musical instrurnents receive?

This article first appeared in Clavichord

International, Folwme 10, Number 1
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Flubband’s shop outside Boston from 197 3-

1978, and for a time in the shop of William

Dimed. In 1982, ke was imntied to work.in

Switzerland, in the shop of his colleague and

friend, erner lien., It was there he e a

| =5
il Wi irreres

d

Huberi clavichord, wdhich ki

i clatnchonds, From 1983-1989, he worke

for John Phillips in the Bay area, doing harp-
sichord musical finishing and keyhoard mak-
g Simce that time, he has pursued cdavichord

butlding, as well av free-lance tuning for such

OFraHLE
argar

ations as the Philharmonia Barogue

Ohchestra; the San Francizo Symphony,

and the American Bach
Solotees. In 2002 he relocated 1o Oregon fo

3 T B 5 2 T | P
Choenz and Ballet,

pursise his interest in Swedish davichonds as
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