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0:00
BG: Tell us a little bit about how you got started in this business, as a luthier and a repairperson.

CC: My parents started a business, a music store business, when | was twelve, and | was always drawn to
woodworking. When | was about, | guess | was seventeen or eighteen, | was a senior in high school,
seventeen, | got pretty mad because, | did repair work in the store, but they wouldn’t let me take shop.

BG: Your parents wouldn’t let you take shop?

CC: No, the school wouldn’t let girls take shop. | think the year | graduated they allowed girls to take
shop.

BG: Ok.

CC: And | just, | just liked doing instrument repair and stringing guitars so that’s what | did. | went away
to a technical college when | graduated from high school to learn how to repair band instruments. |
came back and studied with another luthier out of Frankfort and my education started then basically. |
did a lot of little stuff when | was younger, fifteen, sixteen, or seventeen, but | didn’t have any formal
education other than what my dad showed me, or what some of our guitar instructors showed me. But |
didn’t really want to be just a clerk in the music store. | really liked fixing stuff, and repairing things, so |
did. | just continued to get an education. Majored in Business and Wood Technology at Eastern Kentucky
University. Then | went away to California and worked as an apprentice at Taylor Guitars for one
summer. Then | came back for a couple of years and took off again for another summer and went and
studied mandolin building on Long Island in New York. | think that apprenticeship taught me that | didn’t
want to be a full-time builder because | really liked being around people. | liked the retail business too. |
like doing repair work, and being a builder, you can ask my boyfriend, it’s a very solitary life and he’s
very much a hermit. He’s perfect for building instruments.

| like doing repair work. | like being a problem solver.

2:02

BG: Who is your boyfriend?

CC: John Hamlett.

BG: Who is that? (Difficult to hear/transcribe question)

CC: From Virginia. He’s from Lovingston, Virginia. He’s moving here.

BG: And he is an instrument maker?

CC: That’s all he does. Well he does repair work too, but yeah, he’s really, really...

BG: So you have to be pretty solitary to...
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CC: Well, let me put it this way. It's impossible for me to go downstairs and get focused and do much
building and then have to come up here and wait on a customer, or do a repair for a customer. So most
of the building, | started this a year ago, of course I’'m moving also, I’'m moving my home, so this ukulele
that I’'m building started about a year ago and we still aren’t done with it because of time, you know,
and when you have a business it's more than a forty hour a week job. That’s all there is to it.

BG: But you started out not thinking so much about the business part, wanting to be a luthier or maker.

CC: Mhm. Yeah, | mean, I've always been in the business. The business was here first, and then, you
know, | can remember for years and years my mommy said, “Well you can’t make any money doing
repair work. You can’t do that.” And | just kept plugging along and learning a little bit more and a little
bit more and pretty soon it seems like fifty percent of our business is repair, a lot of it. You can’t sell
instruments, | don’t think, and have a lot of repeat customers, without really doing repair work on them,
and be efficient. You have to set-up every guitar that comes through the front door; even if it’s brand
new you have to do some set-up work on it. So, if you have a repair shop in a music store, you are going
to be a lot more successful | believe, and most small businesses find that out, most small music stores
are finding that out. Two things that help sustain a music store and business: a repair shop and teachers,
musical instruction. So we’ve always had that in our store. Now it’s a bigger part of it than ever because
there are very few luthiers. It’s a dying breed | guess. Although, when | go to my conferences... We have
a conference every other year, the Association of Stringed Instruments Artisans, there are a lot of young
kids all the time, so it’s heartening to think... and | have young people that come in here too that ask
about apprenticing and wanting to learn and | say, “Well | don’t want to hand spoon-feed you, so you go
out and if you can come in and ask the right questions then yeah you can come in and hangout with me,
| don’t mind.” But you know, you have to be a self-motivator and want to learn, I’'m not going to say,
“Here, you have to read this and you have to do that.” That’s not the kind of person | want to hangout
with.

BG: | saw some pictures when | was here a little earlier with some kids, younger people, looking like they
were working on instruments for a brochure or an advertisement. Do you have other people working
here?

CC: No, | have one other guy that helps me out occasionally and my boyfriend, but you, | also give repair
clinics. | teach people how to do it, like a basic set-up on a guitar, and how to make nut in a saddle, the
pieces at the top and the bottom of a guitar. | do give repair clinics. And actually, when John moves here
from Virginia, we hope to maybe do some mandolin building clinics from kits basically, but that’s how
you start usually. You don’t start out by building all of your own equipment for an instrument, you
usually start out with pieces that are semi-manufactured and then go from there.

5:15

BG: | saw you have a whole shop downstairs with woodworking...

CC: Mhm, complete...

BG: You have wood storage in one area. | saw in Homer Ledford’s place even more.

CC: Right.
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[Videographer interrupts]
5:41

CC: You have to have a woodworking shop to do workworking, and | don’t want it up here on the main
floor of the store because it is too dirty.

BG: | guess | was wondering, when your dad first bought this place, and you said it was rented from the
Moose Lodge, right?

CC: Elks.

BG: The Elks, Elks, ok, that’s an elk and not a moose out there.

CC: Yes, yes it is.

BG: On the building you have a big elk.

CC: Right.

BG: So, was that there in the beginning? Did you have a woodshop down there?

CC: Mhm.

BG: Ok. Who worked that?

CC: OK, well, let me see. We've been in this location thirty-seven years. We had two previous locations
before this. So | was in my, | was twenty-five when we moved into this location. Twenty-five, forty-five,
yeah, that’s, I’'m not going to tell you have old | am, but yeah, we’ve always had one form or another.
Maybe it wasn’t quite as big as that one is right now, where my shop is in front of the windows, but it’s
been there the last twenty, twenty-five years.

BG: Ok.

CC: We've always had a woodshop.

BG: | guess | was wondering. You said that for a business like this to work you had to be able to do repair
and do lessons, right?

CC: Mhm.

BG: So, that was always a part of your business even...

CC: Maybe not as big of an extent right now, but it is. Now | do a lot of repair work.
BG: Was your dad doing repair work before?

CC: Hmm, minor, you know, neck adjustments and restrings, but not a whole lot.

4
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BG: So you’re the one who did it here.

CC: I'm the one who did it.

BG: Nobody else that you worked with or learned from?

CC: I've learned from other people, but not here. Not in this location.

BG: It sounds like a lot of your learning came when you went away, am | right?

CC: Absolutely. | had one guy in Frankfort that, Melvin Penn, he approached me one summer and said, “I
want to learn how to repair band instruments because I’'m frustrated when people come in and want me
to replace a pad in a clarinet or fix a spring,” and | said, “Well that’s neat.” | said, “I'd like to learn more,”
he was a really good stringed instrument repairperson, so he and | would trade our trades. | would go up
there once a month, or thereabouts whenever we would organized it and spend a day with him and help
him with all of his repairs that he had, and then he’d come down here once a month or so and help me
with some repairs | had here. So that’s another way | learned some of my trade.

BG: So when he was visiting you he was learning stringed instruments, and when you were up there he
was learning how to do band instruments. And you said you went away for a year to learn band
instruments.

CC: | went to Western lowa Technical College.

BG: So what did they teach you? What did you have to know about band instruments?

CC: Overhauling. You take every instrument completely apart and refurbish every piece on it. | learned
how to do re-lacquering of brass instruments. So complete overhauls and re-lacquering and dent work,
basically.

BG: And does that get into how to get the best sounds out of those instruments too?

CC: Absolutely. You can’t get a good sound unless they work perfectly. It’s just like a guitar. If it’s not set-
up perfectly it’s impossible to get the best sound out of it.

BG: So you had a little woodwork before that in school, but then you went there to learn brass
instruments?

CC: And actually, | took my first structured woodworking class when | was in lowa, and built a Cedar
chest. And | took metal shop and learned... | made a lot of my tools for my band instrument repair, like
big metal mandrills to rub out the dents in horns, in brass horns. So we were taught to make a lot of our
tools and we still do. Jigs and fixtures are, you know, it’s just something you have to be able to build and
do and design when you are doing instrument repair and instrument building.

BG: So how do you do that? | mean, you look at instruments and say, “l need this tool for this.”

CC: Can | get up?
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BG and SA: Yeah.

CC: | have a whole draws full of cauls and things, and that’s where the woodworking comes in handy,
that | make to work on things, there is a wooden caul or clamp for every instrument you work on.

BG: What’s a caul?

CC: These are little things like this.

BG: C-a-u-I?

CC: C-a-u-l, caul that you work with. | had to make special tools for gluing that fingerboard on that
upright bass over there, you know, its just part of it. You can’t buy every little tool that you need, or
fixture that you need when you are working on an instrument because a lot of them they aren’t
standardized, they are different sizes, so you just go ahead and make them.

BG: Ok.

CC: It’s like a pattern maker, like people who do designs for like airplanes. When you start building a
new product, you have somebody who does a prototype, and they build patterns, and that’s what a lot
of what we do here.

BG: Patterns, ok.

CC: You do a lot of that.

BG: You call that a caul, and what was the other thing?

CC: This is a clamping caul.

BG: A clamping caul?

CC: This is a clamping caul, and this is just a glue backing caul for when | am making different types of
pick guards, and all the pick guards that came off of Martin guitars | have to replicate them, so | have to
make one of these for different sized pick guards.

10:25

BG: Ok.

CC: So you can’t buy these, you have to make them, so that’s why | have the woodworking shop, and
you always have all these little pieces of wood laying around. It never ends.

BG: | don’t see any markings on there. How do you know what it’s for?

CC: Well, a lot of times | do. There is on that one [holds up block].
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BG: Ok.

CC: This is a brand new one | just made.

BG: Oh | see.

CC: | forgot to mark it. This is the current D-28.

BG: Current...?

CC: D-28 guitar.

BG: That means the ones they are making right now?

CC: Yeah.

BG: Martin D-28s.

CC: Yes.

BG: Ok.

CC: And that’s the size | use.

BG: And that’s the pick guard for that?

CC: Yes, that’s the pick guard.

BG: So you don’t send it to the factory for a pick guard, you make your own?

CC: Well I do, for some, but the new ones, they aren’t always a perfect shape... They’ve changed them
over the years. And what the deal is, the new ones aren’t as pretty as the ones | make. They’ll send me a
pick guard and the edges are real rough and they are pointy, they aren’t rounded. | like them rounded.
So | put the pick guard on here and | round the edges and | sand it and then | go downstairs and use this
big buffer where | buff them, so | make them even better than the ones that come from the factory.
BG: Ok.

CC: There's good, better, and best, and | try to be one of the best.

BG: Well, | was looking at the interview that was done with you before and you made a remark about, a
strong statement that you were a perfectionist

CC: 1 am. It’s a blessing and a curse. | work on a lot of instruments that don’t warrant being a
perfectionist, you know, because they aren’t real high-end instruments, but you still try to do the best
work you can on somebody’s one hundred dollar guitar, if | have to do a set-up or a repair on it. If they
want to pay for the repair, | should do the best work | possibly can. It’s like | told the guy on the upright
bass I’'m working on, this is a seven or eight hundred dollar repair, and | said, “That bass isn’t worth it,”

7
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and he said, “It’s my wife’s; it’s worth it. Fix it. | don’t care what it costs.” So | said ok. It will be a
beautiful little job when I’'m done with it.

BG: From your perspective, you say worth it because it’s not that expensive of...
CC: Right. But a lot of instruments have sentimental value.
BG: Right.

CC: Sentimental value means a lot to people. | think next to people’s children, their musical instruments
are some of their most prized possessions, and it’s a point of honor to try to take care of them when
they are in my shop and do the best work | can, and to try to understand exactly what the customer
wants. Builders, whether I’'m building something or whether I’'m repairing something, what the
customer wants, what their budget is, and you know, what their expectations are for that instrument. If
they just want it to be functional that’s one thing, if they want it to be beautiful, as in this one, this thing
has scratches and dents all over it, but to replace the edges he wants it to look nice, but it can’t be too
nice because we don’t want it to look brand new, we want it to still look old. So, that’s what he wants,
he told me exactly what he wanted and that’s what I'll try to do.

BG: Sounds like it would be hard to repair something and still make it look old.
CC: Nah.
BG: No?

CC: No, you just don’t do as good of a repair. | mean, you don’t get quite as involved in making it real
shinny and getting every little scratch out of it because that’s full of scratches and dents.

BG: When you are adding the edges we were talking about, you are trying to make those look like new
aren’t you?

CC: Well, look like it was not busted off of there basically, but not necessarily brand new looking. I'll still
try to keep it rough looking, a little.

BG: So you are making choices all the time...
CC: All the time...
BG: ...about the degree, and how much of that was customer input?

CC: A lot of it is. The customer has the final say because it depends on how much they want to spend.
That can be a seven or eight hundred dollars repair, or that can a thousand or fifteen hundred dollars
repair. He might say, “I want you to go over this and try to minimize all the scratches and make it look
really good,” and | might have to get the hand buffer out and do buffing on it and | would probably try to
talk him out of that type of repair on that instrument, but then you have to reach a compromise too,
what you’re willing to do. | don’t say no very often to my customers, but | have said no occasionally.

14:18
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BG: No to what?

CC: No to the kind of repair they want on the piece that they brought in.
BG: Too much work?

CC: Yeah.

BG: | just bought a heating system from a salesman that | thought was pushing towards the high-end
and | let him know and he didn’t quite care, he thought | could get a loan and pay for it. So, you’ve got
that choice though, you try to fit what you think, how do you figure that out with a customer?

CC: Well, I think you have to be honest. Most of the time | think, when you are honest with your
customers, yeah, | say I’'m sorry, this is a, it may be a 1958 arch top guitar, and you may want to put a
two thousand dollar repair into it, but it’s never going to play good, it’s never going to look good, it just
doesn’t have the craftsmanship to begin with to do that. So you have to be honest. Most of the time
they are going to go, oh, ok maybe I’ll just hang it on the wall. It’s amazing, if you are really just blunt,
just as blunt and honest as you can be, say you know, this is a neat old guitar but it didn’t have the
craftsmanship to warrant what you want to do with it. And you try to get them to come around to your
side. If they don’t want to, then you say I’'m sorry, that isn’t the type of repair that | want to do, and |
won’t do that. Take it to somebody else down the road. | don’t very often do that. | really try to talk
sense into my customers. | mean, I've got a couple hanging over there on the wall right now that are
three or four hundred dollar repairs and | might get my cost out of that repair, but | have to sell those
instruments if they don’t come back for them. See, that’s what you try not to do, you try not to get more
of a repair into an instrument than it’s worth because, let’s say they decide they don’t want that
instrument now. Ok, that four hundred dollar repair is done. Is that instrument worth four hundred
dollars? Now, if | say | don’t want to do it and they say, “Here’s the money. | want you to do it.” Well, ok.

BG: | see the risk there.

CC: You see the risk? | can get stuck with instruments that | can’t even get my labor...

BG: Yeah, | saw that instrument over there; it didn’t look very high quality.

CC: Sentimental.

BG: Yeah, sentimental.

CC: Yeah, sentimental, and you know, it’s their instrument. It might have been their first instrument, and
if it was the first instrument that their grandfather gave them, | mean, it’s got a lot of memories. That’s
what musical instruments are all about.

BG: Yeah, you know, I've been watching these crazy shows on TV about these collectors and how prices

are whatever the collectors will pay for them, and collecting seems to be a whole different thing,
doesn’t it, from a musician?
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CC: Yeah it is. | have one customer who taught guitar here for about twenty years, just a great guy, and
he is a collector. | just have to laugh. | just sold him this little banjo back here that I’'m working on, and |
bought it for my boyfriend and my boyfriend said, “Nah, it’s not good enough, | don’t want it, so Owen
came in and he looked at it and he said, “I'd really like to have that,” and | said, “It’s yours.” So | sold it to
him, and he’s just got it. He’s just like one of those guys at the pickers. He goes to pawn shops every
week and he goes yard selling...

17:20

[Interruption — customers]

17:29

CC continues: ... and | don’t get it because | was around instruments my whole life.
17:29

[Interruption - customers]

17:38

CC continues: Collecting is a whole other realm of instrument acquisition in repair, there is a lot of repair
work into people’s collections that we have to do. | have one guy that collects, he wants one of
everything before he dies | think, and he’s my age. He’s getting close, | don’t know how many
instruments he has, but he likes a little bit of everything. Doesn’t have to be really high quality. He just
likes to have one of everything and so that’s great. | don’t understand it because | don’t have enough
room in my house. | don’t want to collect a lot of stuff. | have a nice little collection of instruments, but
there are people out there that want one of everything.

BG: Yeah, I've seen that before.

CC: And my dad had a, probably had a collection of about a hundred instruments over the years and we
just started to disperse that collection because he is in his eighties now and | don’t see much sense in
keeping a bunch of instruments that no one is going to play, so I'd like, I'd like people to get them out
into the hands of people who are players. He's got some really nice instruments.

BG: Why did your dad collect instruments?
18:37

CC: Well because he had salesmen who would come and, back when he was in business, ten, twenty,
thirty years ago he always had salesmen who would call on you and one way a lot of them, to make
extra money on the side, is to buy something at somebody’s store pretty inexpensive and then they’d
bring it to another store and go, “Hey, are you interested in looking at some of the stuff | bought?”
Vintage instruments for very little money. He would make maybe a hundred bucks on them or
something. Once they found out that my dad was interested in collecting they would bring him a lot of
stuff and he has really neat stuff over the years that he has collected. He’s collected for the last forty-
five years, well forty, | don’t think he’s collected much over the last five or six years.

10
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BG: Is your dad still here?
CC: He is.
BG: Oh ok.

CC: Yeah, he still stays at home and does all the book keeping. He doesn’t come into the store much
anymore.

BG: So your mom works over there huh?

CC: My mother, they are both eighty. Mom comes in so | can have a day off and so my other co-worker
can have a day off. See, basically, if you don’t get a day off you get pretty burnt out, you know.

BG: Do you take a day off every seven days? Do you work six days?
CC: No | work five days a week. Yeah.

BG: Well I'm kind of interested. We did this exhibit about luthiers, “Made to Be Played,” and one of the
themes that was in there was how the luthier or instrument repair person, which | guess is the same
thing sometimes, right?

CC: Mhm.

BG: ... Has a community of people that they service. To me it seems like, just listening to you, it seems
like you have a community of professional instrument players and band people. Then you have people
who are just not. Is there a difference between those two people when you deal with them?

CC: No, not really. A customer is a customer. Anybody who comes in here with an instrument for me to
repair, you know, we just, we work on it together, but they are all pretty much the same as far as I'm
concerned. Now you know, one exclusion, the players. | have professional people who are players and
those guys come in and go, and | don’t care if it’s somebody who is playing in church next week, or
somebody who is going to the winery and playing, doesn’t matter, if they come in and say to me, “l need
my horn, or, | need my instrument, and | need it in like three days, can you do this?” | go, yeah, I'm going
to try if it’s possible for me to do it, | really try to get the players instruments back in their hands really
quick. Last night a kid came in here at ten minutes till six and said, “I need my band, my clarinet doesn’t
work,” and it just needed a screw. Well you know, ok, fine. Let me sit down and find a screw for it and
fix it for him. | have a lot of walk in customers that know that I'll stop what I’'m doing and repair
something if | can while they wait or I'll try to get it back to them in two or three days. When it comes to
players, when you cater to the people who are professionals, they don’t necessarily always have the
most money, but they’re going to tell a lot of people. If you took care of their instrument, they are going
to tell a whole lot of people about you, and that’s more customers that are going to come in.

BG: You said often times they were concerned about getting the thing ready to play again. How about
the sound? Are they more interested in that too than the other people?

11
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CC: Well you have to remember, a horn that you have, or a stringed instrument that you have, has its
own inherent sound. | can only do so much to change that. It is amazing that people can go for a year
and not change guitar strings, or not ever set-up their guitar and go... There’s a guy out of Lexington that
| service all his instruments, and he’s hard on his instruments, so he came in with this beautiful little
baby Clairvay. He said, “It sounds awful. It doesn’t play in tune. | hate the way it feels. And, I'm going to
sell it, so just put new strings on it.” And | said, “Oh Chris, this is a beautiful guitar. Let’s fix it up. | think
you’ll, I know he wanted a little guitar anyway, let me fix this guitar right.” And | did, and he came and
picked it up a week later and he was sitting right there. He played it for about an hour and he said, “I'm
not going to sell this guitar now.” | said, “I told you, it was a good guitar. You just never took the time to
let somebody get it right. To set it up, to put new strings on it, to get the action the way it should be.
Make it perfect. Make it better than it was when he got it.”

BG: Why don’t you go through the steps of what you did to that particular guitar to make it better?

CC: Let me go grab a guitar. I'll be right back.

BG: This one here?

CC: Not that guitar. Let me grab one a different guitar.

BG: Oh, ok.

22:46

[Interruption - Interview goes to get guitar.]

CC: So let’s talk about...

BG: Setting up?

CC: A set-up.

BG: A set-up, ok, and that’s what a repairperson...

CC: That’s one of the biggest jobs that | have is to set-up; whether it’s a band instrument or a stringed
instrument, to set it up so it will play perfectly. We're going to talk about stringed instruments right
now.

A set-up is what you do to make a guitar play perfectly in tune and play perfectly easy. Musical
instruments are not hard to play, and people always so, “Oh my fingers hurt.” Your fingers should never
hurt. | mean, maybe if you play for two hours your fingers might hurt for a little bit, but the problem
with stringed instruments is, when they are made over seas, or when they are made almost anywhere,
they’re going to move a lot after when they are built, within six months or a year old. They haven’t
gotten their “broken in” period yet. Kind of like a new car, you break it in. On an instrument, it has to get
this thing called a belly, and it settles down after it’s built. When it’s brand new, in six months it’s going
to be a totally different instrument.

When you first build an instrument...

12
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BG: Wait a minute. A “belly,” you mean...
CC: This little guy is going to rise up a little bit. The top...
BG: It’s going to rise up.

CC: It’s going to rise up. It's going to get its belly. It’s going to get settled in with the bracing that it has,
it’s got to get broken in and it actually rises up here a little bit.

So usually the action, the action is the height of the string to the fingerboard, fret board. It’s going to
rise up a little bit. What happens with stringed instruments is, when they are made they are always set-
up, usually a little bit high. Why are they set-up a little bit high? Because you can come down very easy
with the nut and with the saddle. | can take a little bit off with the belt sander, and | can use my nut files
and file that grove a little bit deeper, but if | have to make a new piece, and make a higher action
because it is buzzing, | have to replace the part and that’s a hundred dollars worth of parts and labor. So
to come down is easy, to go back up is harder. If a guitar comes in here and it’s buzzing already because
the action is too low, most music stores would send that back to the manufacturer. They wouldn’t try to
fix it, because it is a lot more work. So every guitar that comes in the front door, | have to do a set-up on.

The set-up is what makes it play easy.

BG: Are you saying that the instrument maker sees that ahead of time; that he makes it high so you can
do a better set-up?

CC: Well you have to remember that most of the guitars | work on are made in factories, so they are not
made by individuals.

BG: Ok.

CC: So even the Martin factory and the Taylor factory, chances are, if it is a brand new guitar, six months
later down the road somebody is going to go, “Well my action is a little high.” | go, “Well that’s not a
problem, we’ll set it up for you and lower it.” Now what happens when you have high action is, the
instrument also tends to want to play sharp. So it doesn’t sound good. It doesn’t play in tune properly.
So a good set-up is one of the hardest and one of the most important things you have to do to a stringed
instrument guitar and | do it every day, all the time. You know, changing the strings is one thing, but
making sure the neck is straight, the nut is adjusted properly, and that the saddle is adjusted properly,
those three things work in tandem together. You don’t do one repair, one adjustment, without doing all
three of them usually, and that’s what makes a guitar perfect.

Now when | sell a Martin guitar, I’'m a Martin authorized repair center, | tell my customers, “l want to
see you in six months because you have one free set-up.” And that’s why | want them to come back and
understand that | want to check out the guitar, particularly for two reasons: | want to see what the
guitar is doing as it’s getting broken in, but | also want to see how the customer is treating it, and you
know, if I have to give them some direction about humidifying it, or keeping it in the case. Let’s put a
pick guard on it if there is not a pick guard. Let’s try to modify your pick playing because they are putting
scratches all over it, you know, whatever, and they do that, they bring them back in and almost all of my
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customers do. They let me check them out, and | try to tell my customers, “If you like your guitar, if it's a
really good guitar, | need to see it once a year. At least once a year.”
BG: What do shops in Lexington that don’t have a luthier working for them do?
CC: Send them to me.
BG: Oh, do they?
CC: Or do without.
BG: Because no one that has ever sold me a guitar as told me that | should bring it back in.
CC: | spend a lot of time educating my customers. | would really like to do a documentary on instrument
maintenance, because you know, I'd like to push that button and go, oh, just push that button and listen
to why you should humidify your instrument, and | make my own little humidifiers and | give them to my
customers. They are soap dishes, a portable soap dish, a travel soap dish with holes drilled in it with a
sponge in it so people will keep their instruments humidified in the winter time. If you don’t humidify

your Martin guitar in the wintertime you have voided the warranty on it.

Now