


T,he Baldwin 0 0 0 

You can see why it somdk better 
Baldwin grand piano standards are set in the ultimate testing laboratory, the 
concert stage, by the final judges of piano performance, the artists who can 
afford to consider nothing less than the finest. 

We pay particular attention to the comments of our artist pianists. The constant 
critical evaluation of these artists, some of the country’s most distinguished 
pianists, contributes substantially to piano design. 

One unique way in which we utilize our artists is in the tone tests that we regularly schedule. 
This important “behind-the-scenes” activity plays a major role in maintaining and improv- 
ing the quality of the Baldwin concert grand, and ultimately, other pianos in our line. 

The highly respected artists who participate in these tone tests provide constructive input 
both tonally and functionally on Baldwin concert grand pianos. The visiting artist compares 
tone test pianos on the relative desirability not just of tone, but also of various elements 
such as touch, repetition, and level of sound. Pianos typically used in tone tests include pro- 
duction models, prototypes, pianos representing a previously established standard, and 
competitive instruments. Baldwin staff members from research and engineering, manufac- 
turing, merchandising, and top management participate to hear first-hand the artist’s 
evaluation. 
In addition to analysis of potential refinements in piano design, tone tests help establish 
tonal standards for pianos in current production. To insure tonal consistency from piano to 
piano, we have a tonal standard piano at our factory for every size of grand we make. A 
tonal standard instrument is used until a production piano is judged in a tone test to be 
better, at which time that piano becomes the new tonal standard. 
Seventh in a series of informative ads on piano tone published by Baldwin exclusively for the benefit of piano technicians. 



Due to the increase in Popularity of Japanese- 
made hammers the last few years, Schaff has 

1. ~full range of wood moulding sizes and felt 

contracted with the lmadegawa Company in 
weights to accommodate almost any hammer 

Japan to be a nationwide distributor. We will 
duplication requirement, 

maintain a large stocking inventory which to- 
2. Both upright and grand type hammers. 

gether with our years of replacement hammer 3. Either standard bore stock sets or custom 

expertise, will enable us to provide the finest made hammers. 
hammer duplication service in the U.S.A. 4. A long standing history of providing reliable 

Who else can offer.. 
service and selling quality products. 

CHARACTERISTICS OF STANDARD BORE STOCK HAMMERS 
UPRIGHTHAMMERS-Asetconsistsof 30bassand64treble hammers. All basssection hammersaredrilled 
at an 18O angle. Tenor section has 14 hammers at 12 O, 10 hammers at 7O with the balance of tenor and 
treble at O”. A %” diameter drill is used for the bore hole. On a special order basis a type “B” set can be 
ordered with all tenor and treble hammers bored at O” angle. On a stock basis upright hammers are available 
in the following striking distances (as measured at the treble end) of 23/s”, 2%6” and 2%“. Also 12 Lb., 
14 Lb., and 16 Lb. weights of felt available. All hammers are made of birch wood moulding, stapled throughout 
and have the option of being reinforced and unbored. 

GRAND HAMMERS-A set consists of 30 bass and 65 treble hammers. All bass section hammers are drilled 
at a 9O angle. Tenor section has 8 hammers at go, 8 hammers at 6 O, 10 hammers at 2O and the balance 
of tenor and treble at O”. A ,204” diameter drill is used for the bore hole. All hammer tails are shaped and 
tapered at no additional cost. On a stock basis grand hammers are available in the following striking distances 
(as measured at the treble end) of l%“, 2” and 2%“. Also 12 Lb., 14 Lb., and 16 Lb. weights of felt 
available. Hammers come stapled throughout and can be provided unbored. Except for Steinway style, 
all grand hammers are made of birch wood mouldings and have the option of being reinforced. 

STEINWAY STYLE-A set consists of either 20 or 26 bass hammers, reinforced with walnut mouldings 
and bored to Steinway specifications. 

CUSTOM BORE HAMMERS 

Both upright and grand hammers are duplicated from customer samples and bored to exact specifications. 
With our extensive inventory, we should be able to match 90% of the samples received for duplication. The 
samples we cannot match for lmadegawa hammers can be made from our high quality U.S. made hammers. 
T-y Schaff and avoid unnecessary replacement hammer costs and order processing delays that occur in 
dealing with smaller suppliers. 

WRITE OR CALL US FOR A COMPLETE PRICE LIST ON IMADEGAWA HAMMERS. 
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. . ..a new home study course in piano technobgy... 

Lately I’ve been using an Accu-Tuner... 
And it has made tuning a brand new 

ballgame. Again! 

The above comment was provided bj an Accu-Tuner 
owner. This ad has been provided by an Accu-Tuner 

Distributor. Helpsupport yam Cal Distributor. 
Call collect for quotes, services, inquiries and 

orders. USA 8 Canada. Visa/Mastercard accepted. 

ROElE#T CONRAD, 6405 Wyandotte, Kansas City, 
MO 64113. Ph. # 816) 444-4344. Distn’butor 

f for: Sanderson Accu- unen, Accu-TechTcol Cases 
and Accessories. Don’t make that $50.00 mistake. 

Step up to an Acw-Tech Case. 

THE RANDY POllER SCHOOL 
OF PIANO TECHNOLOGY 

We recently displayed our new course at the Pacific 
Northwest Conference and received excellent reviews from 
many Craftsman technicians. We want you to see it, too, and 
invite you to attend our booth at the trade show at the 
International Institute in Toronto in July. 

In our complete home study course for beginning and 
intermediate students, we teach piano tuning, repairing, 
regulating, voicing and business practices. Work at your own 
pace at home. 

Instructional material includes complete written course, 
plus videocassette aural tuning taught by George Defebaugh, 
videocassette training on repairs, regulation and basic voicing 
taught by Randy Potter, Apprentice Training Manual, tools, 
parts, and more. 

Instructors are Registered Tuner-Technician (Craftsman) 
members of the Piano Technicians Guild and are nationally 
known PianoTechnicians Guild convention instructors. 

Call or write 
for additional information: 
Randy Potter, RTT 
61592 Orion Drive 
Bend, OR 97702 
(503) 3824411 

Hale Extension 
Tuning Hammer 
with Rosewood Handle 
It has been 40 years since rosewood handles have been avallable on the Hale 
Extension Tuning Hammer. NOWJ we’re maklng this beautiful looking tool avaIlable 
especially for those tuners/technicians who want the feel of wood-and appre- I Maw It a R”,s- 
c/ate added value1 UwJ a Hale TOoI f 

You get the tradmonal Hale quality that has built our reputation, a chorce of 
one head and one tip and a felt hammer bag #33 I T IS Included. The Hale 
Extension Tuning Hammer accepts Hale #21 Tuning Hammer Heads 
and #32 TIPS. 

Piano Tools q 

30 

af4 and Supplies 

Shouldn’t you be ordering yours today7 TUNERS SUPPLY COMPANY 
Serwng the MUSIC Industry Since I@84 

EASTERN BRANCH: 94 Wheatland Street, Somerulle. MA 02145 l (61716664550 
WESTERN BRANCH: 190 South Murphy Ave Sunn~n/ale. CA 94086 l (4081 736-2355 
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The best theworld 
Only the finest materials are 

used to create a Young Chang 
piano. And we’ve gone to great 
lengths to find them. 

To Alaska and Canada for pre- 
mium grade spruce for our sound- 
boards, keys and back posts. To 
Vermont for maple. To England’s 
Royal George Feltworks for our 
hammer felt. To Germany and 
Japan for our premium core wire. 
0 1987 Youn~ChangAmer,ca 

And because Young Chang 
pianos are created in Korea, we 
can offer exceptional instruments 
carefully crafted of the finest mate- 
rials in the world at the very best 
value. Instruments that come 
with a 12-yearfill warranty-our 
promise of continued outstanding 
performance year after year. 

At Young Chang, we’re dedi- 
cated to creating instruments of 



has to offer. 
outstanding quality and extraor- 
dinary beauty. It’s a commitment 
to produce instruments nothing 
short of remarkable. Instruments 
that approach perfection. 

Because at Young Chang, we’re 
dedicated to offering the world 
the very best. 

For more technical information, 
please call Ray Chandler at (213) 
926-3200. Or write to him at Young 

Chang Technical Services, 13336 
Alondra Blvd., Cerritos, CA 90701 
for a free copy of our Service Guide 
andTechnical Specifications Manual. 



President’s 
Message 

M.B. Hawkins 
President 

Toronto 
In The Air 

June is bustin’ out all over 
and Toronto is in the air! That is 
only to say we are on the thresh- 
old of July, the month of Piano 
Technicians Guild’s 30th Annual 
Convention and Institute. 

This year in Toronto we 
expect to total at least 1,200 in 
attendance which will be the 
largest number ever. The big 
question is this: Will you be one 
of the 1,200 in Toronto? The 
choice is entirely yours. 

Let me point out some of the 
reasons why I made the decision 
many years ago to always be 
present as long as I have the 
strength to travel. First, I recog- 
nize that there are many things 
to learn. When one recognizes 
that he or she doesn’t know it all 
and continues to add to what has 
already been learned, I believe 
that he or she is on the right 
track. It does not matter that 
you were at the last institute or 
the last regional conference. 
This one will be totally different 
with completely different experi- 
ences awaiting you. 

Second, I have always enjoyed 
being with other technicians. 
When the makeup involves the 
best talent from around the 
world, I’ll be there! Third, I 
found out that the cost is really 
the small part but it tends to 
loom the largest when the deci- 
sion is made as to whether you 
will or will not attend. There is 
travel fare to be considered. You 
must also take into considera- 
tion the time missed from work. 
Oh yes...we can’t forget registra- 
tion fees and by all means do 
plan to eat while you are there. 
Don’t forget to add lodging. This 
cost can be handled rather inex- 
pensively if you avail yourself of 
sharing a room with someone 
else. As a matter of fact, the 
hotel will add a cot at a very 
minimal rate. After all, you are 

only going to sleep there. Most 
of your time will be spent out of 
the room. This factor should not 
be overlooked. There are many 
in the same position who would 
be happy to share the sleeping 
space. Check it out. 

Chapters also have the ability 
to be inovative. Car pools, 
charter buses, sharing rides in 
many different ways all add to 
the excitement. I know of one 
chapter that is traveling 
together on Amtrack. 

Being present at the most 
important “happening” of the 
year needs to be a main priority. 
If it is not now, make it one. 
Make it a priority today. Step up 
and join those from around the 
world who realize this is where 
the action is. Join those who 
know why their income contin- 
ues to increase. 

All of your expenses do repre- 
sent quite a sum of money. How 
does one on a limited income 
handle it? You must first realize 
that it is absolutely worth every 
penny and much, much more. 
Once you understand that, posi- 
tive thoughts can continue. My 
suggestion if you have not previ- 
ously planned for this event is to 
sell something or borrow the 
money. While that may sound 
heavy, I am very serious. This 
yearly event is truly worth 
whatever sacrifice you must 
make to be there. You will make 
it back threefold from all that 
you will learn. Trust me, it 
really works. 

Be a part of this class act - 
be in on the quantum leap into 
the future. Step up to the next 
level of competency and claim 
your monetary worth. 

To borrow a well-known 
phrase, “Be All You Can Be,” 
join PTG in Toronto and “Dis- 
cover the Feeling.” Be a part of 
what is going on in the world of 
piano technology today. n 
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TO R 0 NT0 ! Discover The Feeling! 

Piano Keys 
Recovered With 

Over 50 years of continuous service 
to dealers and tuners 

WRITE FOR COMPLETE 
PRICE LIST 

0. E. SHULER CO., Inc. 
149 E. HARRISON ST. 

DMAGQN INDIANA 46166 

AT LAST. l l 

A Piano Carriage That Can Support 
Your Piano Investment I 

Made of the finest 
in high density plasti 

CLASSIC’S plastic coating will not 
transmit even the slightest sympathetic 
vibrations. 

legs, or to your floor. It’s 
smooth and effortless move- 

ment belies its durability. 

Colors will not chip or peel! 
Can be shipped UPS 

Patent Pendmg 0 1985 

SCHROEDER’S CLASSIC CARRIAGE 
9333 96th St. No. l Mahtomedi, MN 55115 l (612) 429-4465 

A division of Decals Unlimited 

T E C H N I C I A N S ! 
ARE YOU A REAL PROFESSIONAL 

OR ONLY A “TUNER”? 

Are you “doing right” by your customers and their pianos if 
you merely tune a piano when called, and do not stabilize its 
humidity to eliminate all the problems we all know are caused 
by humidity changes. 

You are the piano’s Doctor! Treat the problem - unstable 
humidity - not the symptoms - pitch and tuning instability, etc. 

Add to your professional reputation, increase your customer 
satisfaction and your income, by installing DAMPP- 
CHASER @ PIANO LIFE SAVER @ SYSTEMS containing 
the only UL Approved electrical dehumidifier rods on the 
market. 5 Year Guarantee. 

Available through Authorized 
Piano Supply Distributors Worldwide 

Call our Toll Free Number l-800-438-1524 for Information! 
FREE Promotional Aids! Installation Assistance from Experts! 

DAMPP-CHASER c ELECTRONICS CORPORATION 
Box 1610 Hendersonville, NC 28793 @@ 

a 
8~41” 
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From The 
Home Office 

Larry Goldsmith 
Executive Director 

Remembering 
To Say Thanks 

Many things make up a Piano 
Technicians Guild Convention. It 
takes a lot of organization, a lot 
of letters and calls, a lot of 
expense and a lot of plain old 
hard work to put on this annual 
shindig for a thousand or so 
close friends and associates. 

When it comes time to say 
thanks, one group is easily 
slighted. I’m talking about the 
dompanies who contribute quite 
a bit of the aforementioned 
expense and elbow grease to 
help make this a success - 
manufacturers of pianos, sup- 
pliers of parts and tools, people 
who invent the proverbial mou- 
setrap and rent a booth in the 
exhibit hall to show it off. 

I suppose some people take the 
attitude that it’s just business 
for these companies, and there- 
fore they don’t deserve any 
thanks. It’s true that some do 
make money - at least most 
hope to in the end - from their 
appearance at our conventions. 
For most, however, it’s a matter 
of visibility and goodwill more 
than anything else. 

When you’re putting together 
your budget for your own trip to 
Toronto, think about what it 
would cost to send half a dozen 
people instead of just one or two. 
There’s the time it takes to 
develop a classroom pre- 
sentation. There’s the time and 
expense of rounding up half a 
dozen or more of your pianos to 
display at the convention, and 
making sure that they’re just 
right - they’ll be meeting a 

critical audience, after all. 
There’s the cost of an exhibit 
booth, furnishings, handout lit- 
erature, and the time of the peo- 
ple who will staff it for three 
and a half days. Some companies 
bring in a guest artist to per- 
form on their pianos, others 
bring in distinguished experts 
(and even pianos) from other 
countries. Still others contribute 
lavish receptions and parties. 

Why do they do it? I’m sure 
they see the Guild as a worth- 
while organization that deserves 
their support and friendship. In 
many cases, their technical 
experts developed their own 
skills through Guild programs. 
Nowhere else can these compa- 
nies reach such an important 
group of technical people all in 
one place. Nowhere else is there 
such a concentration of people 
who genuinely care how well 
they make pianos. 

Still, it never hurts to say 
thanks. When you tour the 
Toronto Exhibit Hall (that’s in 
the Galaxy Ballroom right 
behind the registration desk, for 
those who are already making 
plans) think for a minute about 
how much trouble and expense 
went into putting those displays 
together. Think how important 
it must be to those people to get 
to show their products to you, 
the technician in the field. 

So take a few minutes from 
your week to browse, look and 
talk. And remember to say 
thank you. After all, friendship 
is a two-way street. n 

PLAN0 SERVICING 
TUNING 8 REBUILDING 
By ARTHUR A REELITZ. RTr 

“The Tec,mcian 3 Bible” 
Now in paperback for only 

515.95 
+ $2 mall or $3 UPS 
THE VESTAL PRESS 
Box 97 * “e~tal 62 NY 13850 
NY Rex add 7% sdies iax/ 

“WHOLESALE PIANO COMPANY” 

I . . . CASH. . . 
I NEED PIANOS. GRANDS. SMALLVERTICALS 

PLAYERS - MECHANCAL DEVICES - COIN-OPER. 
BONUS PAID ON ARTCASE TYPES. 
CAU 013 WRfTE NOW. PUTUS ON FE 

1566SOUTH GREEN RD., BOX 21148 
CWELAND, OH0 44121 

l-216-362-7600 
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The 
International 

Scene 

Fred Odenheimer 
Chairman, International 

Relations Committee 

The World Market 

We all agree that in order 
to be a first-class piano techni- 
cian one should be well versed in 
all the facets of the trade. One 
may elect to perform only cer- 
tain tasks and perhaps subcon- 
tract others, but it should not 
mean lacking knowledge in that 
particular phase. 

However, being a well- 
rounded technician should also 
include being familiar with the 
music world around us, specifi- 
cally (naturally) the piano world. 
To plan for his or her future and 
ultimately to be successful, a 
young technician should stay 
abreast of new developments and 
changes in his or her field of 
endeavors. It is valuable to have 
a subscription to one of the trade 
magazines; however, Larry Gold- 
smith’s excellent article about 
the NAMM Winter Market was 
perhaps a start for more busi- 
ness news in the future, and 
from my point of view it would 
be a welcome addition to the 
scope of our Journal. 

The next best thing to going 
to a trade show is reading about 
it and thus, thanks to Music 
Trades we were able to get a pic- 
ture of Frankfurt Fair and 
future trends in our business. 
Aside from overall statistics it 
was interesting to read that 
companies from 19 different 
countries displayed pianos, 
amongst them Baldwin and 
Wurlitzer. After the drop of the 
dollar they are again in a posi- 

tion to compete and hope to be 
quite successful in the overseas 
market. On the other hand, the 
rise of the yen is hurting Japa- 
nese manufactureres in the 
world market and some of the 
smaller factories in that country 
had to close down. 

The currencies in Korea and 
Taiwan are tied to the dollar 
and thus they are unaffected by 
the weakening of our currency; 
on the contrary it is to their 
advantage. We can expect rising 
production in those countries 
with increasing exports to the 
U.S. and the rest of the world. A 
report sets the total production 
of pianos in Korea at 200,000 for 
the year 1986, with more expan- 
sion contemplated. We should 
also expect a rising number of 
pianos coming from Taiwan. 

There is just a short hop, skip 
and jump to this year’s PTG con- 
vention. If you have not made 
arrangements already to be 
there, do it right now; tomorrow 
may be too late! And do not for- 
get that IAPBT will meet Friday 
afternoon and Saturday follow- 
ing the PTG convention. Attend- 
ing will give you a chance to 
meet piano service people from 
other parts of the world and an 
opportunity to talk to them. 

Do not forget “Friends of 
IAPBT.” A year’s membership is 
just $15.00. n 

SCIORTINO MULTIPURPOSE GRAND 
& VERTICAL HAMMER HANGING TOOL 

- PL us- 
Can be used for hammer line, letoff 

and key repairing -- $129.95 

-AVAILABLE- 
45 Min. super quality Video Tqe with 
close up and detailed instructions on 

use of the too/. Special introductory offer 
Tool 8 Tape $149.95 PLUS POSTAGE 

Order Direct: Joe Sciortino 
4 Copiague Place, 
Copiague, NY 11726 

(516) 842-3294 

A Piano Technology Certificate 
in Eight Months + l l 

And you can receive an A.S. degree following our optional sec- 
ond year of study. 
Tuning, regulation, repair and rebuilding of grand and upright pianos. Busi- 
ness practices, including computer applications. Specialized studies in player 
piano and pump organ conditioning, and harpsichord and pianoforte building. 

Instructors: SHENANDWH 
David Hoffman, R’lT COLLEGE AND CONSERVATORY For more information, 
David Foster, RlT Winchester, Virginia 22601 call or write: 
Eric Olson, R’IT (703) 665-4500 Director of Admissions 
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Discover The Feelinca! 

The Piano Technicians Guild’s 30th Annual Convention & Technical Institute 
Constellation Hotel, Toronto, Ontario......July 20-24, 1987 

Public transportation was 
introduced to Toronto in 1849. 
The city was but 15 years old, 
boasting a population of 24,000. 
A local cabinetmaker saw the 
need for a route from the St. 
Lawrence Market, via King and 
Yonge Streets, to the village of 
Yorkville. He built four six-pas- 
senger horse- drawn omnibuses 
and added four lo-passenger 
vehicles the following year. 

In 1861 the Toronto Street 
Railway Company was granted a 
30- year franchise to operate 
horse-drawn streetcars along 
Yonge, Queen and King streets 
on a track gauge of 4’10 7/8”. By 
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John Lillico 
Host Chapter Chairman 

Toronto By Transit 

1891, trackage had been 
expanded from six to 68 miles 
with the number of cars increas- 
ing from 11 to 361. The company 
had a stable of 1,372 horses by 
1991, carrying 55,000 passengers 
daily. A hundred sleighs were on 
hand for winter use. 

system within three years. In 
1894, the last horse-drawn car 
had been removed from service. 

By 1910, the city’s population 
had increased to 350,000 but 
expansion of the TRC had been 
severely restricted by the courts. 
By 1921, nine separate transpor- 
tation companies were serving 
Torontonians’ transportation 
requirements, creating chaos in 
both fares and scheduling. 
Where 30 years prior, the citi- 
zenry was against public owner- 
ship, it was now strongly in 
favor and the Toronto Transpor- 
tation Commission was formed 
and assumed responsibility for 

Upon expiration of the fran- 
chise, the city purchased the sys- 
tem for $2.1 million but the 
citizens were not prepared for 
such an undertaking. In Septem- 
ber 1891, a new 30-year deal 
was awarded the Toronto Rail- 
way Co. The agreement provided 
for the retention of a five-cent 
fare and the electrification of the 



Saturn I 

I 

Servicing the Steinway Grand: Steinway 81 Sons - F. Drasche & B. Gadick 

I 

Saturn II Grand Regulation: Kimball - D. Lassiter, J. Light 
8 R. Weisensteiner 

Schwander-Langer Action: Herrburger Brooks - D. Martin 

Saturn Ill 

Conference A 

lntluence of Design on Piano 
Quality: Samick - K. Fenner 

Electronic Tuning with 
Aural Test: lnventronks 
- A Sanderson 

The Art of’Unsalesmanship’: 
S. Graham 

Computers: Boon or 
Bane: D. Thomas 

Young Chang’s Piano Service: Voicing: Schimrnel 
-L. Duricii Youn Chang 

-R. handler 8 P. Gilchrist 8 
Aural & Visual Tuning: Superior lnpxts - G. Defebaugh, 
J. Coleman 

Conference B Installing Hammers: A. Isaac Pianos-A. 8 C. kaac, 
S. Jackson 

New A 
T 

oath to Polyester Repair: Bmnte Piano Co, 
-C.& .Ple 

Conference C PianoTouchUp & Finishing: 
A. Mastagni 

Soundboards &Bridges: 
CA Geers Piano Co. 
- C. 8 T. Geers 

Key Bushin 
Tadashi - it 

B Weighting: 
Russell 

P$no Scaling: Sohmsr 
-D. Campbell, B. Clark 
8 G. Green 

Conference D Past Presidents’ 
Mini-Classes 

Bird-cage Actions: R. Long Tuning Pianos in Russia: 
I. Sadrgursky 

Relationships In and Out 
of the Piano: 0. Keyes 

Conference E Rebuilding the Player Piano: D. Gates & R. McCall Vertical Reconditioning: S. Stone 

“I 

Room 

Aquarius Hall 

Jupiter I 

” I 

Period 1 Period 2 
89:30 a.m. lo:30 a.m.-noon 

A Look Inside: 
W. Snyder 

History of North American 
Pianos: C. Huether 

Art & Science of Piano Sound: Baldwln -D. Fandrich, 
A. Vincent & R. Wheeler 

Period 3 Period 4 
1:3&3 p.m. 4-530 p.m. 
New Taxes in the USA: Chapter Presidents’ 
R. Potter Symposium 

Professional Service-the Yamaha Wa : Yamaha 
-B. Brandom, L. Edwards, L Whitcom ‘b , M. Ito 

Jupiter II 
Vertical Regulation: 
Wuriiher- D. Long a 
R. Elrod 

Gad ets a Tools: 
9 F. ehaffey 

Shop Work With Sharp Tools: J. 8 P. Rappaport 

Jupiter Ill 
Pinblcck Installation 8 Restringing: J. Krefting, S. Jameson Keytop & Sharp Replacement 

Made Easy: H. Jackson 

Tuesdav. Julv 21.1987 

Conference F 

Conference G 

Felt Facts: Chas. W. 
House & Sons - P. Van 
Stratum &T. Waters 

Visually Impaired Dropin Center 

In-Home Service of the 
New Piano: R. Mackie 

College a Universi Technical Exam Class: 
Technicians Roun t table 8. Spurfock 8 E. Floyd 

(open only to RTT members) 

Special Appliances For the Piano Technidan: 
J. a P. Spnnkte 

all of the city’s transportation. 
The commission introduced 

the motor bus in 1921 with a 
fleet of four solid-tire, double- 
deck vehicles. A year later, they 
experimented with trackless 
trolley buses on Mt. Pleasant 
Road, but due to the need for 
increased capacity, converted the 
route to streetcars in 1925. The 
trolley bus would not be seen on 
Toronto streets for another 22 
years. 

Thus streetcars, affectionately 
dubbed “red rockets,” formed the 
backbone for Toronto’s transit 
routes, with motor buses serving 
the feeder lines. 

A consulting firm had recom- 
mended a subway for the city as 
far back as 1910, but a proposal 
for a Yonge St. line was defeated 
in a municipal vote. Although 
the Yonge St. line was eventu- 
ally opened in 1954, the first 
subway construction dates back 
to 1918 with the building of the 

Prince Edward Viaduct, a bridge 
across the Don Valley linking 
Bloor St. and Danforth Ave. 
During construction, allowance 
was made for a lower deck to 

Toronto’s two subway lines, 
35.3 miles in total, eliminated 

carry a future rapid-transit line. 

many of the streetcar routes, but 
not all. Although there are 630 

This deck was utilized 47 years 

subway cars in operation, there 
remain 275 streetcars operating 

later with the opening of the 

on nine routes. Trolley buses, 
too, having been reintroduced in 

Bloor/Danforth subway. 

1947, number 150 vehicles oper- 
ating on nine routes, including 
the aforementioned Mt. Pleasant 
route. Diesel buses, (1,525) oper- 
ate on 123 of the 144 routes in 
metro Toronto, including the 
Malton (route 58) bus on Dixon 
Road past the Constellation 
Hotel. 

The cost of subway construc- 
tion has become prohibitive and 

the Toronto Transit Commission 
has set its sights on elevated 
transit. The Scarborough RT line 
was opened in 1985. Slightly 
more than four miles in length, 

Of the ‘ITC’s 141 surface 
routes, 132 make connections 
with the subway/Scarborough 

this fully automated line of 28 

RT system. From the Constella- 
tion Hotel, the Malton #58 pro- 

cars runs from the Kennedy Sta- 

vides service at 15-minute 
intervals to the Lawrence West 

tion on the Bloor/Danforth sub- 

subway station. 

way to McGowan Road. 

Explore Toronto on the TTC. 
The $1 cash fare with free trans- 
fer will prove to be the bargain 
of a lifetime. 

If, however, you want to see 
Toronto by car, there are a few 
rules you should observe. Overtake 
streetcars only on the right-hand 
side. When a streetcar stops for 
passengers, stop and stay behind 
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1 Wednesday, Ju’lv22.1987 

Room 

Aquarius Hall 

Jupiter I 

Period 1 Period 2 
9-920 a.m. lo:30 a.m.-noon 
History of North American Heduce Your Canadkm 

Taxes: Deloftte, Haskins & Pianos: C. Huether Sells 
Professional Service - The Yamaha Way: Yamaha 
-B. Brandom, L Edwards, L Whitoomb, M. lto 

Period 3 
1:30-3 p.m. 
Occupational Health 
Hazards: J. Harrison 

T$;~h~Unsalesmanship’: 

Period 4 
4-5:30 p.m. 
Non-Member Orientation 

Northeast Regional 
Awards Program 

Jupiter II Gadgets &Took: 
F. Met&q 

Verbcal Re ulatlon: 
4 ~rlitzer. Long &R. 

Emd 

Player Piano Service: 
Wuriftzer- R. Elmd 

Southeast Regional 
Awards program 

Pinblock lnstallatiin 8 Restringing: J. Krefting 8 S. Jameson 

Conference D 

Toronto . . . 

the streetcar’s rear doors. Only 
when the vehicle’s doors are closed 
can you proceed. If there is a con- 
crete safety island for passengers, 
ignore the streetcar stop rule. 

Yield to pedestrians when turn- 
ing or at “cross-walks.” These well- 
marked X-crossings are used by 
pedestrians “pointing” their inten- 
tion to cross. But watch for those 
who just step out. 

At traffic signals, you may turn 
right on a red light (or left if turn- 
ing from a one-way to a one-way), 
provided you first come to a full 
stop and the way is clear. Watch 
for signs prohibiting turns. Flash- 
ing green urges you to advance. 
Arrows may be used as well. When 
parking, watch for tow-away zones 
- they mean it! 
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Both covered and outdoor park- 
ing is free at the Constellation 
hotel. 

In Ontario, everyone traveling in 
a car must wear seatbelts, excepted 
only by medical certificates. 

At the host chapter booth, we 
will have plenty of information for 
you on interesting things to see 
and do and how to get there. 
Advance registration has been 
really strong for Toronto with so 
many technicians wanting to “dis- 
cover the feeling” and experience 
the uniqueness of this friendly 
Canadian city. It’s not too late for 
you, but you must act now. Fill in 
that registration card and send it 
along to Kansas City today. We 
want to see you help celebrate the 
Guild’s 30th anniversary. Next 
month we will present a “pictorial” 
on the host Toronto Chapter. We’re 
a fun group (you’ll see) and we’re 
ready to give you a good time. 

Visitors to Toronto’s CN Tower can 
see as far as 100 miles on a clear 
&Y- 



1 Thursday, July 23,1987 

I I Period 1 Period 2 Period 3 Period 4 
Room 8-930 a.m. I lo:30 a.m.-noon I 1:30-3 p.m. I 4-530 p.m. 

I Aquarius Hall Occupational Health 
Hazards: J. Harrfson I A Look Inside: W. Snyder 

I 
New Taxes in the U.S.A: 
FL Potter I 

pwiyders classification 

Jupiter I Professional Service-the Yamaha Wa : Yamaha 
- 8. Brandom, L Edwards, L Whitcom 6 & M. ho 

Art & Science of Piano Sound: Baldwin - D. Fandrich, 
A Vincent&R. Wheeler 

Jupiter II 

Jupiter III 

VerIcal Regutatw: 
Wuditzer - D. Long & R Gadgets 8 Toots: 

F. Mehaffey 
Elrod 

Pinblock Installation 8 Restringing: J. Krefting &S. Jameson 

Shop Work With Sharp Tools: J. 8 P. Rappaport 

K 8Sh 
R?$!emen%ade Easy: 
H. Jackson 

~lu~,~~kino Repair: 

Saturn I Servicing the Steinway Grand: Steinway &Sons- F. Drasche d B. Gartick 

I Grand Regulation: Kimball-D. lassiter, J. Light 
& R. Weisensteiner I Schwander-Langer Action: H&urger Brooks -D. Martin 

Saturn III 

Conference A 

Influence of Design on Piano 
Quality: Samick - K Fenner 

ftnhmg: Boon or Bane: Electronic Tuning Wiih 
Aural Test: Inventranks- 
A Sanderson 

~~;rq2himnwl: ~;~;~Unsatesmanship’: 

Aural 8 visual Tuning: Superior Inports - G. Defebaugh 
8 J. Coleman 

Conference B 

Conference C 

Conference D 

Conference E 

Conference F 

Conference G 

Installin Hammers: A. Isaac Pianos -A 8 C. Isaac 
&S.Jac n is0 

EMweenaRockaaHard Piano Scaling: Sohmer - 
Place: T. Cobbfe D. Campbell, B. Clark IL 

G. Green 
Humtdtty In RebuBdmg: 
Da-Chaser Elec. - Past Presidents’ MiniClass 
W. Eaton a S. Smith 
U ‘hD 
$$t$%!&latiin - Pedal Works: J. Zeiner 

Felt Facts: Char. W. 
House & Sons - P. Van 

In-Home Service of New 

Stratum 8 T. Waters 
Piano: R. Ma&ii 

Msualfy Impaired Dropln Center 

New Ap ach to Polyester Repair: Bronte Piano Co. 
- C. a CPile 

Key Bushin 
Tadashi - !I 

8 Weighting: 
. Russell 

Pino Touch-up 8 Finishing: 
A Mastagni 

Tuning Pianos in Russia: 
I. Sadrgursky BirdCage Actions: R. Long 

Vertical Reconditioning:S. Stone 

Advanced Player Piano 
Ckass: D. Gates 

~ydm Forum: 

Blind Tuners’ Future: B. M&own, M. Nemexk 
a W. Vaisey 

EXPAND PROFIT POTENTIAL l l l 

TURN TUNING WORK INTO MORE BUSINESS.. . I 
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Friday, July 24,1987 

Room 

Aquarius Hall 

Period 1 
8-920 a.m. 
Occupational Health 
ldazads: J. Harrison 

Period 2 
1 O-l 130 a.m. 
Reduce Your Canadian 
Taxes - Defoftte, Haskins 8 
Sells 

Jupiter I ff&E;ec of Piano Sound: Baldwin-D. Fandrich, A. Vtncent 

I Jupiter II I 
Shop Work With Sharp Took: J. 8 P. Rappaport 

Jupiter III 

Saturn I 

Pintbzk lnstallatiin & Restringing: J. Krefting &S. Jameson 

Techniques for Concert Preperation: 
Downbearing: T. Lowell Steinway & Sons-F. Mohr 

I Saturn II I Schwander-Langer Action: Henburger Brooks-D. Martin 
I 

Saturn Ill Influence of Design on Piano 
Quality: Samick- K. Fenner 

I Conference A 
I 

Aural & Visual Tuning: Superior Imports-G. Defebaugh & 
J. Coleman I 

Conference 6 

Conference C 

C. 8 D. File 
New Ap rmch to Polyester F&pair: Bmnte Piano Co. - 

Piano Scaling: Sohmer- Soundboards & Bridges: 
D. Camobell. B. Clark a CA. Gears Piano Co. - 

Conference D 

Conference E 

G.Green ’ 

Tunin 
I. Sa 8 

Pianos In Russia: 
rgursky 

So dboads&Brid 
C CGeeA Piano C!?f 
C:AT.Geers * 

C. & T. Geers 

Past Presidents’ Mini- 
classes 

Pedal Works: J. Zeiner 

I Conference F 
I 

Certified Tuning Examiners Class: FL. Jordan 
I 

I Conference G I Visualby Impaired Dropln Center 

Toronto’s magnificent glass-roofed Eaton 
Centre shopping galderia. Photos courtesy 
Metropolitan Toronto Convention & Visi- 
tors Association. 

lmborts include tools, action parts, 
felts and hammers. 
Latest “State of the Arts” lubricants 
and polishes. 
Send $5.00 for your copy of catalog or 

FREE CATALOG 
with $100.00 or more purchase. 

lh\ PHONE OR WRITE FOR INFORMATION 

I~‘P,ACIFIC PIANO SUPPLY CO. 
P.O. Box 9412 l North Hollywood, CA91609 

24 Hour Phone Ordering Service (213) 877-0674 
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FORUM 

Upright Damper Regulation, Dumb Sales Claims, 
And Soundboard Press Construction 

By Jack Krefting 
Technical Editor 

0 nce again we come to the 
time of year when we convene to 
discuss piano technology at our 
Piano Technicians Guild Annual 
Convention, to be held next 
month in Toronto. Those who 
have attended past Conventions 
will need no encouragement, but 
for those who haven’t, I can only 
say that if you are making a 
career of piano technology you 
need to be there, period. Impor- 
tant social contacts will be made 
there, contacts which will help 
you immeasurably in the future, 
and you will receive the best tech- 
nical advice the Guild has to 
offer. Some of us are going there 
to teach, but we will all learn. I 
hope that everyone, especially 
newer technicians intending to 
make a career of piano technol- 
ogy, will find a way to get there. 
It’s unquestionably the best 
investment you could possibly 
make, believe me. End of 
commercial. 

Upright Damper 
Regulation 
Matt Grossman, RTT from Mem- 
phis and staff technician at Mem- 
phis State University, contributes 
the following discussion and photos 
of his method of regulating vertical 
dampers: 

Damper adjustment is an essen- 
tial but often overlooked part of 
upright piano regulation. No mat- 
ter how well the keys and hammer 
action are regulated, incorrectly 
adjusted dampers can cause a num- 
ber of problems for the pianist. 
Dampers that lift too fast can 
increase the key touch weight into 
an unacceptable range. Slow lifting 
dampers may prevent free vibra- 
tion of the strings and limit the 
volume and tone production of the 
piano. If the damper lift is uneven 
from key to key the action may be 
unpredictable and difficult to 
control. 

I have developed the following 
procedure over the years and it has 

worked well for me on various sizes 
and name-brand pianos and under 
varying circumstances. The bench 
method offers a quick way to 
achieve a rough damper regulation 
which may then be followed by 
making fine adjustments in the 
piano. 

Like any new procedure, you 
may find that it will take several 
attempts at this method before you 
are able to master it. 

1. Square all dampers to the 
strings 

A. Action is in the piano. 
B. Side to side adjustment. 
C. Use a straight damper bend- 

ing tool. 
D. Insert the bending tool from 

the front of the action between 
the hammer shanks so that the 
bending surfaces of the tool are 
perpendicular to the hammer rest 
rail. 

E. Most damper wires will 
require two bends - one at the top 

Tools needed Steps 1D and E Steps 1D and E 
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Step 1D and E step 2c 

Step 1D and E 

near the damper head and one at 
the bottom near the damper lever. 

F. Dampers should be parallel 
with and centered over their 
respective strings. 

G. Hammer butt springs may 
become dislocated during the bend- 
ing operation. They can be put 
back in place after the damper reg- 
ulation is finished. Be careful not 
to damage them. 
2. Set guide dampers for pedal lift 
in the piano 

A. Remove bottom panel and 
disconnect pedal rods. 

B. Remove keys. 
C. The “first guide damper” to 

be adjusted should be the third or 
fourth damper on the treble side of 
the bass/tenor break. When 
adjusted correctly it will meet the 
following specifications: 1) With the 
damper at rest on the strings, the 
damper lever should be approxi- 
mately parallel to the strings. 2) 
When the unison strings are 
pushed toward the soundboard the 
damper should follow (stay on) the 
strings as they are deflected. 3) 
When the damper is pulled back off 
the strings (with your finger) and 
pushed against the spring rail felt 
there should be at least l/4” clear- 
ance between the bottom of the 
damper lever and the bass strings. 

D. If adjustment is necessary, 
bend the damper wire near the bot- 
tom where it is inserted into the 
damper lever. 

16/June 1987 Piano Technicians Journal 

step 2c 

Step 2F 

E. Use a 45-degree damper 
bending tool. 

F. Insert the bending tool from 
the front of the action, between the 
hammer shanks at a 45degree 
angle so that the bending surfaces 
of the tool are parallel with the 
hammer rest rail. This will ensure 
that the damper wire will only be 
bent forward or backward and will 
not cause any side to side misalign- 
ment of the damper head. 

G. Bend the damper wire away 
from you to move the bottom of the 
damper lever closer to the strings 
- toward you to move the lever 
away from the strings. 

H. Reconnect the right pedal rod 
and adjust it so that there is about 
l/8” lost motion before the rod 
begins to lift the first guide 
damper. 

I. Adjust the dampers at the 
ends of each section and where the 
first flat treble damper occurs so 
that they lift simultaneously with Step 2F 



step 3c Step 3D 

Step 4B 

step 4c 

the first guide damper when the 
pedal is depressed. The bending 
procedure is the same as in step 2F 
above. Bend the damper wire away 
from you to slow the lift, toward 
you to speed up the lift. 

J. To regulate the dampers in 
the piano, continue to adjust all 
dampers as outlined in step 21 
above, so that all dampers lift 
simultaneously. For bench regula- 
tion continue to section 3. 

3. Set guides for spoon lift in the 
piano. 

A. Disconnect pedal rod. 
B. Keys removed. 
C. Prop the hammer rest rail at 

approximately half the hammer 
blow distance. It may be necessary 
to temporarily remove the soft 
pedal blocking felt from the ham- 
mer rest rail. 

D. Adjust the spoon on the wip- 
pen corresponding to the first guide 
damper so that the damper starts 
to lift just slightly before its ham- 
mer when the wippen is lifted. 
Push up on the wippen cushion 
with your finger instead of using 
the key. The Yamaha upright 
spoon bender with a small tool 
handle is an excellent tool for this 
adjustment. 

E. Install the key that corre- 
sponds to the first guide damper. 
The key should travel no less than 
113 of the dip before the damper 
begins to lift. The hammer rest rail 
setting in step 3C may be varied in 
order to maintain this important 
specification. The closer the rail 

setting is to the strings the slower 
the damper lift; the farther away 
the rail setting the faster the dam- 
per lift, provided the spoon is 
adjusted as in step 3D. 

F. Greater accuracy in the bench 
regulation may be achieved if the 
spoons for all the previously set 
guide dampers are adjusted as in 
step 3D. 

G. To regulate the spoons in the 
piano, adjust all of the damper 
spoons as outlined in step 3D, then 
skip to section 6. For bench regula- 
tion continue to section 4. 
4. Adjust the pedal lift on the 
bench 

A. Remove action from the piano 
and place in an action cradle or 
similar device with the hammer 
rest rail on the side closest to you. 
Remove hammer rest rail prop. 

B. Raise the damper lift rod (for 
the right pedal) until all damper 
levers are engaged by the rod. 
Block the rod at this point with a 
rubber mute. 

C. Align all the damper heads 
and felts to the guide dampers pre- 
viously set in the piano. Use 45- 
degree damper bender. Position the 
action so that you can look down 
on the top of the damper heads and 
reach over the hammers to insert 
the tool from the damper side to 
make your adjustment. Bend the 
damper wire near the bottom 
where it is inserted into the dam- 
per lever. 

D. When properly adjusted, the 
damper heads and felts should form 
a straight line. Use a straight edge 
to guide your eye if necessary. 

5. Adjust the spoons on the bench 
A. Prop the hammer rests rail at 

approximately l/2 the hammer 
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Step 5E 

blow distance (the same setting as 
step 30 

B. Adjust the damper lift rod 
(for the right pedal) up or down 
until the original guide damper 
moves just slightly before its corre- 
sponding hammer when lifting up 
on the wippen. Block rod at this 
point with a rubber mute. 

C. If other guide dampers were 
set in the piano, they should also 
move slightly before their corre- 
sponding hammers the same as the 
first guide damper in step 5B. If 
they do not, recheck guides in the 
piano. 

D. Adjust the spoons of all the 
other dampers so that they operate 
the same as the first guide damper 
in step 5B. 

E. Use 45-degree damper bend- 
ing tool. Reach over the hammers 
to insert the tool from the back of 
the action to bend the spoons. 

6. Check damper regulation in the 
piano 

A. Keys removed. 
B. Hook up sustain (right) pedal. 
C. Check regulation of the lift of 

the dampers with the pedal. All 
dampers should lift simultaneously 

open lllg’ 

with the first guide damper. Adjust 
as necessary according to the steps 
in section 2. 

D. Check regulation of damper 
spoons. All dampers should lift just 
slightly before its individual ham- 
mer when the hammer rest rail is 
set at half the hammer blow dis- 
tance (or other setting determined 
to be correct; see step 3E). The key 
should travel at least a third of its 
dip before the dampers begins to 
lift. Adjust spoons as necessary 
according to the steps in section 3. 

E. Relocate hammer butt 
springs to their proper position. 
Reglue soft pedal blocking felt to 
hammer rest rail. Replace keys, 
etc. 

Dumb Sales Claim Contest 
It seems that this contest may 

never end, because of the sheer 
abundance of silly things said 
about pianos. An example is the 
following newspaper ad, sent in by 
Art Reblitz of Colorado Springs, 
regarding an auction to be held in 
Marshalltown, Iowa. The ad has a 
photograph of a very ordinary-look- 
ing grand, with the following 
description: “Beautiful parlor grand 
piano, bench and music cabinet, 
made at the Schiller Factory from 
one black African walnut log 
(needs new strings).” 

Reblitz notes dryly that he sup- 
poses that in order to match the 
bass strings perfectly, the new ones 
will have to be turned from a log 
with just the right grain pattern. 
Thanks, Art, we needed that. 

Tuner’s Knot 
John B. Hess of San Antonio 
writes: 

The old bugaboo of the broken 
string is still occurring and is a 
problem that many of us seem una- 
ble to cope with. The problem is 
that it does not happen often 
enough for us to remember from one 
time to the next how to do it. In past 
years we have seen many “how to” 
presentations on this subject but 
often they are not easy to remember 
when you are out there without the 
written explanation. Realizing that 
most older technicians have long 
ago encountered this problem and 
conquered it or gave it up for a lost 
cause we do not here claim to offer 
anything new, but possibly a reex- 
amination of the subject may benefit 
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some of the younger technicians. 
Consistency of practice is the key to 
remembering how to do this job, 
perhaps with an approach to doing 
it as it is encountered. We offer a 
method we have used successfully 
and seem to be able to remember 
from one break to the next. We 
describe a common situation - a 
bass string, broken at the becket, 
requiring a knot between the pres- 
sure bar or agraffe and the tuning 
pin. 

1. Leaving the string in the 
piano and using round-end nose 
pliers, turn a loop in the old string 
right to left and over the top of the 
standing part; Fig. A. 

2. Using a new piece of wire 
exactly the same size as the old core 
wire make a loop exactly opposite, 
left to right but over the top of the 
standing part with the loop at the 
top as you hold the piece; Fig. B. 

3. Open the new loop about 1116 
inch and slip the loop over the 
standing part of the old string, left 
to right, loop at the top; Fig. C. 

4. Invert the new loop and insert 
the long end into the top of the loop 
in the old string; Fig. D. 

5. Cut the new piece four fingers 
above the loop, pull up, straighten, 
insert into pin, tighten and tune. 

Grand Rebuilding 
As promised, this month we pre- 

sent construction details of a 
soundboard press. This particular 
press is made entirely of softwoods 
so it is built more heavily than it 
would have to be if made of, say, 
maple. Other materials such as 
steel could be used also, which 
could result in a press that is just 
as strong and not as heavy or 
bulky as this one; we chose soft- 
wood because our shop has 6000 
square feet and the softwood was 
readily available. 

For corner posts we used four 
telephone poles, eight feet long and 
about 14 inches in diameter. As 
can be seen in the accompanying 
photos, we cut the ends of the poles 
like Lincoln Logs with a chain saw, 
so that we could bolt them to the 
trusses with half-inch diameter 
carriage bolts of reasonable length. 

The corner posts are connected 
by doubled 4x6 timbers, each 10 
feet in length, and cross-connected 
by additional 4x6 timbers laid on 
edge crosswise to form the basis for 
the upper and lower decks. In all, 
there are 56 timbers in the press in 
addition to the six telephone poles. 
It has been jokingly dubbed “Stone- 
henge” and “Fred Flinstone’s bunk 
bed” because of its overbuilt look, 
but most of this was necessary in 
view of the l&000-lb load placed on 
it when a concert grand board is 
bellied. 

The lower deck is faced with 
ordinary nominal Z-inch planking, 
for easier cutting of the concave 
surface as discussed last month, 

and the lower surface of the upper 
deck is faced with plywood for bet- 
ter grip on the go-bars. Next month 
we will show the actual bellying 
process. 

Please send all technical correspon- 
dence for publication to me: 

Jack Krefting, Tech Ed 
PO Box 16066 
Ludlow, KY 41016 
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Letters 
Our first letter comes from 

Owen Jorgensen, of East Lansing, 
MI. Owen writes: 

After reading the April issue of 
the Journal, I decided to write the 
following remarks... 

On page 19, there is (listed) the 
Corollary #l... This does not seem 
correct. Perhaps more information 
should be given before (printing 
such) comments. 

Owen goes on to describe specific 
situations which cause him to ques- 
tion the above-mentioned material. 
First let me state that the informa- 
tion to which Owen refers was part 
of a paid advertisement and the 
opinions expressed therein are 
those of the purchaser. The publi- 
cation of any advertisement does 
not in any way constitute an 
endorsement by the Piano Techni- 
cians Guild or its editorial staff. 

I apologize that the words “paid 
advertisement” did not appear at 
the top, as is customary in publica- 
tions where a paid advertisement 
appears as if it is part of the text of 
the publication. I will do my best to 
insure that this policy is adhered to 
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in the future. 
Owen continues by commenting 

on the chart of interval tests 
included in the April issue. He 
states: 

In order to use the actual har- 
monic involved when possible, I use 
the P19-P12 test rather than your 
P12-P5 test for 6:3 octaves. In the 
same way, I use a M13-M6 test 
rather than your M6-m.3 test for 
10:5 octaves because the test inter- 
vals are closer to the harmonic 
being used. Also for 12:6 octaves, I 
use a P26-P19 test instead of your 
P19-P12 test. 

As far as theory is concerned, 
your chart could be more complete 
if you included more testing pairs 
as follows: For 2:l octaves, you 
could add a m14m21 test and a 
P16-P23 test. For 4:2 octaves, a m7- 
ml4 test and a P9-P16 test could be 
added. For 8:4 octaves a M2-m7 
test could be added. For 10:5 
octaves, a M24-Ml7 test and a 
M13-M6 test could be added. For 
12:6 octaves, the P26-P19 test could 
be added. Also, there are tests for 
14:7 octaves and 16:8 octaves, etc. 

Addressing the issue of using 
the actual harmonic or partial 
whenever possible, I can say that 
there is certainly nothing wrong 
with it. It does, however, limit you 
to the extent that you cannot hold 
down the test intervals and excite 
the beats by playing the strike 
note, because the test note is the 
strike note. You would have to rely 
on hearing the beats by playing the 
actual intervals, which can be 
somewhat difficult. In terms of the 
validity of the tests which Owen 
lists, for the P19-P12 test, the ratio 
of a P19 is 6:1, and the ratio of a 
P12 is 3:1, so the test is a test for a 
6:3 octave (but no possibility of 
using a strike note). In the case of 
the M13-M6 test, the ratio of an 
Ml3 is 10:3, and the ratio of an M6 
is 53, so the test is a test for a 105 
octave. It is still possible to use a 
strike note with this test, and it is 
probably more technically correct 
than the M6-m3 test because it 
employs the first coincidence of all 
three notes, but the M13-M6 test 
using the strike note cannot be per- 
formed with two hands as the 



M6-m3 test can. Concerning the 
P26-P19 test, the ratio for P26 is 
12:1, and the ratio of a P19 is 6:1, 
so the test is a test for a 12:6 
octave. As mentioned previously, 
no strike note can be used with 
this test, however. 

As far as the other tests which 
Owen lists are concerned, they 
may, while being valid tests, not be 
practical to tune with. In fairness 
to Owen, he did begin his state- 
ment with, “As far as theory is con- 
cerned...” In the case of the m14- 
m21 test, the ratio of an ml4 is 
7:2, and the ratio of an m21 is 7:1, 
so the test is a test for a 2:l octave. 
I calculated the approximate beat 
speed for the C6-C7 octave where 
this test might be used, and found 
it to be about 27 beats per second, 
which would not be useful in prac- 
tice. In the case of the P16-P23 test 
(this should technically be called 
the M16-M23 test), the ratio of the 
Ml6 is 9:2, and the ratio of the 
M23 is 9:1, so the test is a test for 
a 2:l octave. I calculated the 
approximate beat speed for the C6- 
C7 octave where this test might be 
used and found it to be about 22 
beats per second, which would not 
be useful for tuning. In the case of 
the m7-ml4 test, the ratio of the 
m7 is 7:4, and the ratio of the ml4 
is 7:2, so the test is a test for a 4:2 
octave. I calculated the beat speed 
for the C4-C5 octave where this 
test might be used, and found it to 
be about 18 beats per second, 
which would not be useful for tun- 
ing. In the case of the P9-P16 test 
(this should technically be called 
the M9-Ml6 test), the ratio of the 
M9 is 9:4, and the ratio of the Ml6 
is 9:2, so the test is a test for a 4~2 
octave. I calculated the beat speed 
for the C4-C5 octave where this 
test might be used, and found it to 
be about five beats per second, which 
would be useful in tuning. I 
must interject a word of caution 
here. I just returned from a conven- 
tion where a prominent Guild 
member was quoted as stating 
“There are a thousand things that 
we as piano tuners know, which 
are not true.” One of these 
untruths is that in equal tempera- 
ment, all of the Major intervals are 
expanded. I am here to tell you 
that the M9 and Ml6 are con- 
tracted intervals. Furthermore, the 
m7 and ml4 are expanded inter- 
vals. The M2, on the other hand, is 

both. I will explain shortly. Making 
a long story short, the M9-Ml6 test 
appears to be a useful test for a 4:2 
octave, but remember the M9 and 
Ml6 are contracted intervals. In 
the case of the M2-m7 test, the 
ratio of the M2 is 87, and the ratio 
of the m7 is 7:4, so the test is a test 
for an 8:4 octave. Looking at the 
test further, the ratio of the M2 is 
also 10:9, and the ratio of the m7 is 
also 9:5, so the test is also a test 
for a 10:5 octave. If these intervals 
were actually played (Heaven for- 
bid), both sets of beats would hap- 
pen at the same time. The tests 
would still be valid, and could be 
differentiated by playing a differ- 
ent strike note for each type of 
octave. If our octave were Cl-C2, 
we would strike C4 to test for an 
84 octave, and E4 to test for a 10:5 
octave. Seems rather simple. The 
M2, however, is contracted at the 
8:7 level, but expanded at the 10:9 
level. In addition, the m7 is 
expanded at the 7:4 level, but con- 
tracted at the 9:5 level. All this 
means is that you need to file this 
in the back of your memory so that 
you will know how to manipulate 
the notes to get the desired result. 
By the way, the beat speeds calcu- 
lated for the Cl-C2 octave where 
the M2-m7 test might be used were 
around three beats per second, so the 
test could be useful in tuning. I 
have already commented on the 
other tests which Owen listed, so 
there is no need to go over them 
again. Many thanks to Owen for 
his observations and contributions. 

Our next letter comes from 
Stuart Fischer, of Putnam Valley, 
New York. Stuart writes: 

Concerning the April 1987 “Tun- 
ing Up,” I believe there is a mistake 
in the chart on page 22. For a 6:3 
octave, shouldn’t the test be m,3-M6, 
not m3-m6.2 

Also, I just don’t understand 
what you are saying or doing with 
the Perfect, Augmented, and Dimin- 
ished intervals. From where do you 
get these, and to what do they 
pertain? 

As Stuart points out, the test for 
a 6:3 octave is indeed the m3-M6 
test. In sympathy for the typeset- 
ter, I must say that having to type- 
set an article such as this, with so 
many numbers, formulas, and 

tables, I am amazed at how well we 
are doing. The thought of having to 
type something which may as well 
be in a foreign language is beyond 
comprehension to me. Anyway, the 
little “m” should have been a Big 
“M.” 

As to the terms Perfect, Aug- 
mented, and Diminished, they 
come from my training in music 
theory. They distinguish the type 
of an interval, just as Major and 
minor. They refer most generally to 
the intervals of Fourth, Fifth, and 
Octave, although the terms Aug- 
mented and Diminished also apply 
to other intervals. In music theory, 
an interval is named according to 
how far apart the two notes are on 
the musical staff. Let us say we are 
considering an interval comprising 
notes C and G. Counting up from C 
to G, counting C as one, we would 
find that C and G are five notes 
apart, and therefore make an inter- 
val of a fifth. In music theory, the 
interval comprising any C up to 
any G is some sort of fifth. If the 
notes are C!b (natural) to @ (natu- 
ral), we have a “perfect” fifth. How- 
ever, if the notes are C$ (natural) 
to G# (sharp), or Cb (flat) to Q 
(natural), we have an “Augmented” 
fifth, which is one half step wider 
than a “perfect” fifth.- If the notes 
are Ctl (natural) to Gb (flat), or C# 
(sharp) to G-Q (natural), we have a 
“Diminished” fifth, which is one 
half step narrower than the “Per- 
fect” fifth. To us as piano tuners, 
the interval from C to Gb (flat) is 
the same as the interval from C to 
F# (sharp), b t t t t d t u no osuenso f 
music theory. The first is a dimin- 
ished fifth, while the second is an 
Augmented fourth (because C and 
F are four notes apart). 

When applied to the other inter- 
vals, the sequence goes: dimin- 
ished, minor, Major, Augmented. 
For example, C# to Eb would be a 
diminished third, C to Eb would be 
a minor third, C to E would be a 
Major third, and C to E# would be 
an Augmented third. It is all very 
simple until you start writing 
piano tuning articles. It soon 
becomes apparent that there is a 
key for the sharp, but no key for 
the flat. It is therefore decided that 
on the piano there are only sharps, 
and no flats. This is why we so 
often read about C# - F Major 
third. According to the above defi- 
nition, C# to F is no kind of third 
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at all but some kind of fourth, a 
diminished fourth actually. The 
whole concept, while not that diffi- 
cult to understand, can be some- 
what confusing when talking about 
piano tuning. The problem arises 
when at one instance a note must 
be C#, and at another the same 
note must be Db. For example, con- 
sider the following instructions: 
Tune three contiguous Major 
thirds, and test the octave. 1) Tune 
F3 to A3, Major 3rd. 2)Tune C# 4 to 
A3, Major 3rd. 3) Tune F4 to Db 4, 
Major third. 4) Test F3 to F4 
Octave. 

Now you are saying, “but we 
haven’t tuned Db yet!” I agree. 
Change 3) to: Tune F4 to C#4, 
diminished 4th. Now you are say- 
ing, “but now we haven’t tuned 
contiguous Major Thirds, because 
we just tuned a diminished 4th!” I 
agree. Change 3) to: Tune E#4 to 
C#4, Major third. Now you are say- 
ing, “Well, we are indeed tuning 

A$?f!g!!!g PIANO DECALS 
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contiguous Major thirds, but we 
can no longer test our octave!” I 
agree again. Change 4)to: Test F3 
to I!$ 4, Augmented Seventh. 

Well I am certainly glad we got 
that cleared up. Actually for piano 
tunin 

7 
in “equal” temperament, C# 

and D are the same note. They are 
called “enharmonics.” Furthermore, 
I have taken the rather liberal 
viewpoint that any interval which 
is three semi-tones wide is a minor 
third, four semi-tones wide is a 
Major third, five semi-tones wide is 
a Fourth, six semi- tones wide is a 
Tri-tone, seven semi-tones wide is a 
Fifth, eight semi-tones wide is a 
minor sixth, and nine semi-tones 
wide is a Major sixth, regardless of 
the spelling. What really matters 
to us as tuners are the partial 
ratios the intervals create. They 
are as follows: 

1 

m3 - 65 
M3 - 5:4 
P4 - 413 
P5 - 3:2 
m6 - 85 
M6 - 5:3 

These ratios indicate where the 
beats are happening. As tuners, 
knowing the location of the beats is 
much more critical than the spell- 
ing of a specific interval. In fact, 
you might say that to us as tuners, 
an interval is defined by the ratio 
of the coincident partials, and not 

by the spelling of the fundamen- 
tals. Looking at it this way, any 
interval with a ratio of 5:4 would 
be a Major 3rd, even if it is spelled 
C# - F. 

Perhaps this liberal viewpoint is 
not in my best interest. After all, 
think of the number of articles 
which could be written comprising 
the myriad of tests necessitated by 
a strict naming of intervals accord- 
ing to spelling. For instance, in the 
above instructions, it stated to test 
the F3-E#4 Augmented seventh. No 
problem. Of course, we must first 
decide what type of Augmented 
seventh we desire to tune. If we 
decide 4:2, then the following tests 
could be employed: First compare 
the beat rate of the Db3- F3 Major 
Third to the Db3 - E#4 Doubly Aug- 
mented Ninth. This would be 
known as the M3-AA9 Test for the 
4:2 Augmented seventh. .If we had 
chosen to call our test note C# 
rather than @, the same test 
would be known as the d4-Ml0 
Test. The combinations could be 
endless. Think of it - 50 months of 
interval tests. I will take the mat- 
ter under advisement. (For those of 
you who have not figured it out 
yet, the bulk of this has been writ- 
ten tongue-in-cheek). Our thanks 
to Stuart for catching the typo, and 
for his question clarifying the ter- 
minology of the chart in the April 
issue. 

Our next letter comes from Ger- 
ald Wentworth, of Bedford, Texas. 

q Gerald writes: 

In the discussion of beat frequen- 
cies in the March issue, you devel- 
oped a very useful relationship with 
regard to the fourths, but failed to 
apply it properly to the tuning 
procedure. 

My intent in the March issue 
was to demonstrate that even in 
the simplest case, the beat rate 
table would not work. I did this by 
considering only two notes, and 
with the fundamental frequencies 
tuned to those of equal tempera- 
ment, the beat rate did not match 
the theoretical beat rate. Of course, 
when considering all 13 notes in 
the temperament octave, the situa- 
tion becomes extremely complex. 
Beside the fact that there are more 
notes, there are multiple intervals 
created with complex interrelation- 
ships. If we consider only one type 
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of interval (like Major thirds), the 
situation is rather easy. In fact, a 
temperament can be tuned on any 
piano with a perfect progression of 
beat rates for any one type of inter- 
val. They can even be the theoreti- 
cal beat rates for that interval in 
equal temperament. If we were to 
listen to these intervals alone and 
no others, we would be quite proud 
of ourselves, until, of course, we lis- 
tened to any of the other intervals. 
This is why it is so important to 
consider all of the intervals when 
setting a temperament. Unfortu- 
nately, they cannot all be given 
equal importance, but they must 
all be considered. Gerald also 
caught the errors in the tables for 
the fifth, which were corrected in 
the May issue. It assures me that 
at least one person read it. Our 
thanks to Gerald for his letter. 

Our final contribution comes 
from Michael Travis of the Wash- 
ington D.C. chapter: 

I’ll Take the Twelfth 
by Michael Travis 

Some of you more advanced 
“wah-wah” (aural) tuners may like 
to add a new “wah-wah” test for 
the twelfth (octave fifth) to your 
repertoire. It is related to the M6- 
Ml0 test for a perfect fifth; the 
main difference is that the upper 
member of the interval is trans- 
posed an octave higher so that the 
test for the Perfect Twelfth (P12) 
would be called the M6-Ml7 test. 
In both tests, the M6 below the 
lower member of the interval gets 
you to the test note; the 10th (or 
17th) above the test note gets you 
to the upper member of the fifth (or 
twelfth) respectively. For the fifth, 
the M6-Ml0 test compares the 
third partial of the lower member 
to the second partial of the upper 
member. For the twelfth, the M6- 
Ml7 test compares the third partial 
of the lower member to the funda- 
mental of the upper member. In 
either case, if you want to make 
the interval contracted, pure, or 
expanded, you make the M6 beat 
(respectively) faster, the same rate, 
or slower than the Ml0 (for a fifth), 
or the Ml7 (for a twelfth). In either 
case, the absolute pitch of the test 
note is not important, provided 
that the beat rate is appropriate 
and on the flat (wide) side of pure. 

So what’s this twelfth really 
good for? I’ve found that it’s mainly 

useful in octave five (starting about 
C52); you can tune twelfth pure in 
that octave without hurting the 
single octaves, and usually(but not 
always) without hurting the double 
octaves. And all you do is carry out 
the M6-Ml7 test and match the 
beat rates. 

taking the fifth these days, why not 
amaze your friends and take the 
twelfth? 

Coming from our nation’s capi- 
tal, it must be good advice. 
Actually, I think Michael should 
have used G#2 in his example, and 
called the test the diminished 7th - 
diminished 18th (d7-d18) test. 
Until next time... Send your ques- 
tions and comments to me: 

Rick Baldassin 

Example: Tuning C5 pure to F3 
(twelfth) 

Listen to AbZ-F3 (M6) 
Listen to Ab2-C5 (Ml71 
Adjust C5 to match the beat 

rate of the Ml7 to the M6 
Try it! With so many key people 
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TEMPERAMENT 

TESTS 
An Encyclopedia Of Tests 
For Equal Temperament 

T his article, the first in a 
series on aural temperament 
tests, evolved from my personal 
desire to assemble all of the tem- 
perament tests I had either heard 
or read about. The sources are 
many: Journal articles, seminars, 
chapter meetings, and conversa- 
tions. Many of the tests are now 
“common knowledge” and tracing 
the history of their invention 
would double the length of this 
series! As even a long list of 
acknowledgements would inevita- 
bly leave several people out, I 
hope my fellow tuning- explorers 
will accept a general “thank you” 
with apologies for leaving them 
anonymous. 

The fundamental unit of tun- 
ing is the interval, not the note. 
An E”# or a Bb in isolation is 
meaningless, both from a musical 
and from a tuning standpoint. 
What matters is the sound of the 
thirds, fifths, octaves, and uni- 
sons. The importance of intervals 
can be obscured in electronic tun- 
ing, where one “dials up” the 
notes. But as the end result 
should be a tuning which sounds 
good musically, aural tests (even 
if used to a more limited extent) 
are just as essential in a good 
electronic tuning to make sure 
that the tuning is appropriate to 
the scaling of the particular 
piano. 

An interval is gauged aurally 
according to beats between the 
lowest matching partials of the 
two notes in question. Theoreti- 
cally, a perfectly-tuned interval is 
beatless, but in practice the inter- 
vals in most keyboard tuning sys- 
tems are purposely “mistuned” by 
expansion or contraction from the 
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beatless state. A “mistuned” or 
tempered interval thus acquires a 
musical color which can be con- 
trolled by adjusting its beat rate. 
Although a system of tuning or 
temperament can be defined as a 
fixed set of frequencies or absolute 
beat speeds, it makes far better 
sense, from both a practical and a 
musical standpoint, to define the 
system as a pattern of intervallic 
colors and relative beat speeds. 

In the modern tuning system 
known as equal temperament, the 
goal is for all intervals of the 
same class to have the same color. 
Apart from its pitch level, no 
third stands out among other 
thirds, no fifth sounds any differ- 
ent from any other fifth, and so 
forth. Since, in the case of equal 
temperament, pitch level is thus 
theoretically the sole determinant 
of the beat rate for each specific 
interval within a given class, beat 
speeds of like intervals accelerate 
smoothly as they progress chro- 
matically up the keyboard. This 
even progression, especially of 
thirds and sixths, assures the uni- 
formity of color which is the hall- 
mark of equal temperament. 
Neither inharmonicity nor octave 
stretch affects this definition of 
equal temperament, for it is the 
overall pattern of beat rates 
across the piano that counts, not 
the beat rate of a particular inter- 
val taken in isolation. On a piano 
with “theoretically ideal” strings, 
the third F33-A37 (for example) 
would beat at a guaranteed rate 
of 6.9 beats per second. These 
same “ideal” strings would of 
course rob the piano of most of its 
charm and tonal color. In reality 

the most appropriate beat rate for 
any interval is determined 
through comparison on relative 
basis with the beat rates of other 
intervals, using one or more of 
the tests described in this series 
of articles. Under these condi- 
tions, setting a good equal tem- 
perament is possible on all but 
worn-out instruments, or ones 
with large inharmonicity factors 
or jumps in their scaling; more- 
over, an even temperament makes 
it a lot easier to tune the rest of 
the piano, 

The tests that form the subject 
of this exploration fall into sev- 
eral categories. These include 
tests using untuned “test notes” 
for gauging the width of octaves, 
fourths and fifths, tests for com- 
parison of intervals of the same 
class on a contiguous, chromatic, 
or “whole step” basis, tests for 
direct cross-comparison between 
thirds and sixths, and special 
extensions of the contiguous and 
chromatic tests. 

The example shows the octave 
tests together with the fork test. 
Notes being tuned are shown in 
bold-faced; untuned “test notes” 
are shown in normal print. The 
beat rates are approximate, since 
the beat rate for a given interval 
will vary slightly from piano to 
piano due to inharmonicity. 
Throughout this series, “3rd” 
means major third, “m3rd” means 
minor third. 

When the very first octaves (or 
fourths or fifths) are being tuned, 
no other similar intervals are 
available for comparison. Estab- 
lishing a “test note” in effect cre- 
ates two test intervals, which are 



Test 3 

Test: 

Comments: 

Upper note: 
Lower note: 
Beats/set.: 

Test 0 

Fork-17th 

(exactly 
the same) 
fork A49 

F21 F21 
(4) (4) 

I d 

Test 4 Test 5 Test 6 Test 7 Test 8 

3rd-lOth-6th m3rd-6th 3rd-m3rd-6th 4th-5th 5th-4th 
(6-3 octave) 

(10th (6th not (minor 3rd (5th not (1:2 beat 
intermediate) slower) intermediate) noisier) ratio) 

E32 E44 A37 C28 A37 (2129 C28 A37 D42 A49 E44 A49 
C28 C28 C28 A25 C28 A25 A25 C28 A37 D42 A37 E44 

5 5+ 6 6- 6 4'/z 6- 6 11 3/4 1 x2 

This example shows the octave tests together with the fork test. Notes being tuned are shown in bold face; untuned “test notes” 
are shown in normal print. The beat rates are approximate. “3rd” means major third, “m3rd” means minor third. 

Test 1 

8ves h 
double 8ve 
(stretched 
yet clean) 
A49 A37 A49 
A37 A25 A25 
(0) (0) (0) 

Test 2 

3rd-10th 
(4-2 octave) 

(10th not slower) 
A25 A37 A37 A49 
F21 F21 F33 F33 
31/z 4 7 7P4 

3rd-lOth-17th 

(10th 
intermediate) 

A25 A37 A49 
F21 F21 F21 
3 % 4 4% 

compared with each other in order 
to diagnose accurately the state of 
the octave (or fourth or fifth) 
being tuned. The test note itself 
need not be set accurately, in fact 
it may be raised or lowered tem- 
porarily to make the beats of the 
test intervals (thirds, sixths, or 
10ths) easier to hear. 

Strictly speaking, the 17th-fork 
test is neither a “temperament 
test” nor an “octave test,” but I 
have included it because it is a 
vital first step in tuning the 
piano. It should be emphasized 
that the first piano note to be 
tuned should be at the same pitch 
as the fork, not an octave lower. 
A49 or C52, not A37 or C40, must 
be set to the fork, otherwise it is 
the second partial of A37, and not 
the fundamental of A49, that will 
be at 440. (As a result, the funda- 
mental of A49 will be sharp of 440 
- Editor.) The check note must 
be the 17th below the fork, not 
the lOth, otherwise beats will be 
tested against the second partial 
of the fork instead of its funda- 
mental. (As a result, the fundu- 
mental of A49 will be flat of 440 
- Editor.) All of this, of course, 
presupposes that the fork has 
been accurately calibrated (prefer- 
ably at least once a year), or that 
an accurate electronic fork is 
used. 

Although one might be 

tempted to think of octaves only 
as what one tunes and checks 
after the temperament has been 
set, the octave is in fact an essen- 
tial part of the temperament 
itself. Indeed, after A49 or C52 
has been set to the fork, the very 
first interval to be tuned is the 
octave! Since octave stretch will 
affect not only the absolute beat 
speeds of individual thirds and 
sixths in the temperament, but 
also the correlation between the 
colors of fourths and fifths, stretch 
must be dealt with from the start. 
In addition, establishing sufficient 
stretch for the middle range at 
the outset obviates overstretched 
upper octaves. 

Setting the temperament in a 
lower range (where beats are 
slower and easier to gauge), or 
using a two-octave temperament, 
necessitates tuning a second 
octave down from the fork note. A 
two-octave temperament scheme 
offers better control over the mid- 
range stretch, letting one accom- 
modate the temperament to the 
overall stretch and to the scaling 
“break,” and (unlike a one-octave 
scheme) enables one to test all of 
the thirds and sixths. 

Stretch also affects the relative 
beat speeds of test intervals in the 
octave tests. The overriding prin- 
ciple here is that regardless of 
how the tests may work out, all 

octaves and double octaves in the 
midrange should be beatless or 
very close to beatless on the wide 
side. Smaller pianos usually 
sound best when exact 4-2 octaves 
are tuned in the midrange down 
to about F33 or D30; this means 
that the thirds and 10ths in Test 
2 will beat at exactly the same 
rate. For these pianos, exact 6-3 
octaves can be tuned across the 
break into the bass; the m3rds 
and sixths in Test 5 will have 
identical beat rates. Only on 
poorly-scaled spinets will the 
third-10th test work out “back- 
wards” with the third slower than 
the 10th. On large grand pianos 
the 10th can be a trifle faster in 
Test 2, and the sixth faster in 
Test 5, but if more than a very 
slow roll is present in the octaves 
they are overstretched. I keep 
stretch to a minimum on most 
home pianos, and even on concert 
pianos I aim for relatively clean 
octaves in the midrange unless 
the music to be played contains 
chords and arpeggios ranging over 
the entire keyboard. Not only are 
clean octaves more suitable for 
earlier classical music, but the 
resulting slower 1Oths and 17ths 
in the upper register sound better, 
too. 

Next month I shall discuss 
tests for assuring the accuracy of 
fourths and fifths. n 

June 1987 Piano Technicians Journal/Z5 



GOOD 

VIBRATIONS 

Soundboard Thickness 
Nick Gravagne 

New Mexico Chapter 

T he March 1987 Journal in this 
series stated that further attention 
would be given to certain aspects of 
soundboard technology. To say that 
the treatment of soundboard thick- 
ness, mounting and downbearing is 
crucial in determining the quality 
of tone is not an overstatement. 
The handling, adjustment and set- 
ting of these items either in piano 
building or rebuilding can mark 
the difference between a superior 
and a lackluster job. This article is 
about soundboard thickness, the 
basic views held as to its function 
in tone control; and briefly, how 
rebuilders relate to it. 

As mentioned in a previous arti- 
cle, perhaps no single piano compo- 
nent has received more 
experimental attention than the 
soundboard. The March 1987 Jour- 
nal in this series pointed out the 
fact that soundboard thickness is 
an important factor in determining 
the tonal quality and quantity of a 
piano. Beyond the requirements of 
mechanical strength, there is 
almost infinite leeway for perimetr- 
ical shape, thickness, tapering, rib 
placement and crown of the piano 
soundboard. All of these factors 
have, for the most part, been exper- 
imentally determined over many 
years of piano building. 

Regarding the thickness of 
soundboards, there are essentially 
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three schools of thought which, 
although overlapped, are distinct. 
The first, which was predominant 

It was long thought that 
the soundboard should be 
stiffer in the treble area 
than the bass. This belief 
prompted the customary 
practice of planing the 
board thicker in the treble 
and gradually tapering 
toward the bass and lower 
portions of the sound- 
board since short, stiff 
wood naturally vibrates at 
higher frequencies than 
does longer, thinner wood. 

II 

from the late 1800s to, say, 1930, 
could be referred to as the “reso- 
nant wood theory.” Basically, this 
theory concedes that the sound- 
board cannot originate any tones 
but it can affect, magnify and mod- 
ify their relative intensities. In 
light of this concept, the tone qual- 
ity could be experimentally deter- 
mined by matching just the right 
volume of wood at a particular 
place in the scale with the string 
frequencies. Of course, this 
approach requires building many 
pianos and altering the soundboard 
thickness in each until a decision is 
made that the tone quality has 
acquired some predetermined con- 
cept. It was long thought that the 
soundboard should be stiffer in the 
treble area than the bass. This 
belief prompted the customary 
practice of planing the board 
thicker in the treble (3/8”) and 
gradually tapering toward the bass 
(l/4”) and lower portions of the 
soundboard since short, stiff wood 
naturally vibrates at higher fre- 
quencies than does longer, thinner 
wood. Said another way, an 
increase in density and rigidity 
tends to produce a wave form 
which naturally manifests the 
higher harmonics. Furthermore, a 
too-heavy soundboard cannot 
vibrate fully with light playing 
while a too-light board will be 



overpowered upon heavy playing. 
Again, a compromise in thickness 
grading seemed the only practical 
answer. Virtually all old upright 
soundboards have a soundboard 
based on this concept. See Figure 1 
for a comparison of the diaphrag- 
matic soundboard with an actual 
Knabe board from 1911. 

Although the general practice of 
the time, not everyone agreed that 
it was based on anything more 
than mere shop custom. Samuel 
Wolfenden in A Treatise on the Art 
of Pianoforte Construction says 
regarding the usual practice of his 
day, “... it might be proved that a 
much larger difference in thick- 
ness, and therefore in stiffness 
would be an advantage.” The last 
statement, written in 1927, would 
be proved correct 10 years later 
(strictly speaking) in the diaphrag- 
matic soundboard tests (see March 
1987 Journal). 

The educated hunch of Sam 
Wolfenden turned out to be the 
basis of the second school of 
thought, that, although spruce is a 
particularly resonant wood, good 
tone quality is more a function of a 
freely moving and essentially 
unimpeded soundboard. Such an 
approach aims to taper the board 
so as to allow maximum but con- 
trolled board movement rather 
than to match string frequencies to 
wood volume. The Steinway dia- 
phragmatic soundboard is the ful- 
fillment of this concept and, since it 
was covered in some detail in the 
March Journal, it will not be 
repeated here. An interesting addi- 
tional comment can be added, 
though, by considering the piano’s 
distant cousin, the violin. 

Violin makers have proved that 
there is such a thing as a too thin 
soundboard. “Tuning the plates” 
(top spruce and maple back) of a 
violin involves adjusting their reso- 
nant frequencies to a semitone 
apart by thinning and contouring 
the plates. All materials have a 
resonant frequency; that is, they 
can be set into vibrational motion 
sympathetically when a tone gener- 
ated from another source is coinci- 
dental. For example, a church 
organ tone could set some of the 
pews into vibration when the tone 
matches the resonant frequency of 
the pews. The violin back is usu- 
ally made before the top sound- 
board. Thinning the top by gouging 

Diaphragmatic type (not to scale), 
thickest at center, thin edges 

Knabe 5’8” from 1911 

and planing lowers the resonant 
frequency of that plate and, if gone 
too far (below D# 310.55 Hz) the lit- 
tle soundboard has a weak tone 
which is hollow and booming in 
spots and shallow in others. 

Piano soundboards are usually 
considered for convenience of dis- 
cussion in an isolated fashion, that 
is that they are supposed to vibrate 
independently of other components 

such as the case, the plate and 
even, theoretically at least, the vol- 
ume of air which exists between 
the top of the soundboard and the 
underside of the plate. In actuality 
they don’t. The entire piano is 
thrown into a resultant vibratory 
mode upon playing, the net of all 
the individual modes set up by the 
many moving bodies. The object of 
soundboard design, then, becomes 
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an all encompassing problem, to 
take advantage of the resonant fre- 
quency of the soundboard (100 Hz, 
some think in the average size), 
the plate and case taken together, 
maintaining the relative impor- 
tance of each, without any one 
becoming unduly prominent - an 
acoustical engineering high wire 
act! So, like the little violin sound- 
board, thin may be better but too 
thin may be worse. 

As interesting as these facts 
may be, they are of little practical 
importance to general-practice 
technicians. To the soundboard 
replacers they do, however, raise 
some inescapable questions, the 
most obvious being, should the 
soundboard thickness be exactly 
duplicated or not? After discussing 
this topic with top-notch rebuilders 
(some with extensive factory expe- 
rience in celebrated companies) 
there appears to be two points of 
view and, although this article 
doesn’t seek to endorse either one, 
the differing views are briefly pre- 
sented as food for thought. 

One view holds that duplicating 
the original scale is the only 
option. The most important of the 
many reasons boil down to a few 
ideas. To arbitrarily alter the 
thickness could seriously jeopardize 
the mechanical strength of the 
board. Further, the manufacturer 
must have had a good reason for 
that particular thickness scale and 
changing it will certainly change 

Piano technicians are a 
rare breed of people living 
and working daily in the 
paradox of the piano. They 
seek definite answers in a 
sometimes indefinite 
medium and, in lieu of a 
concrete ruling on some 
aspect of piano technol- 
ogy, must form a responsi- 
ble opinion all the while 
knowing that a respected 
colleague doesn’t alto- 
gether agree. 

II 

the inherent tone quality of the 
instrument, maybe for the worse, 
prompting a complaint from the 
owner (if a contract job) who placed 
the instrument in good faith, in 
good hands for responsible rebuild- 
ing. And considering the many elu- 
sive acoustical factors which 
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ultimately govern piano tone, such 
as the resonant frequency of the 
various components, such a deci- 
sion could be flirting with disap- 
pointment. From a practical 
standpoint, certain other dimen- 
sions will impact, the primary one 
being the bridge height. 

The other point of view counters 
by stating that many old sound- 
boards are too thick at the edges, 
especially in the high treble, and 
could stand some thinning. For 
support of this position they state 
that Steinway does so and that 
many grands have similar rib 
dimensions and string tensions as 
the Steinway. They will also state 
that they have done this on occa- 
sion and that the positive experi- 
ence encourages them to continue 
to consider it. Naturally, this group 
considers many more technical and 
aesthetic points before deciding to 
replace a board of a different thick- 
ness/taper. It is a foregone conclu- 
sion, however, that if the 1934 
Steinway (pre- diaphragmatic) 
needs a new soundboard it is going 
to get a diaphragmatic type. In 
light of Steinway’s published mate- 
rial on this subject, they would 
argue that to replace the board 
with anything less would be a 
missed opportunity. 

But these are subjective matters 
which could be more fully explored 
in another context. Certainly, those 
involved in such work not only pos- 
sess a comprehensive knowledge of 
piano technology, but a consumate 
skill as well. Both groups heartily 
agree that any kind of resealing is 
not a trifling matter but does have 
its place where an improvement 
seems likely or even possible. 
Piano technicians are a rare breed 
of people living and working daily 
in the paradox of the piano. They 
seek definite answers in a some- 
times indefinite medium and, in 
lieu of a concrete ruling on some 
aspect of piano technology, must 
form a responsible opinion all the 
while knowing that a respected col- 
league doesn’t altogether agree. 
Soundboard thickness is a perfect 
case in point and the wiser, more 
experienced craftsmen will say that 
the answer is not yet in. A very 
experienced rebuilder once 
remarked that he thought he knew 
more five years ago than he does 
today. The popular folk song/poet 
concurs in song, “...I was older 
then, I’m younger than that now.“m 



SOUND 

BACKGROUND 

Early Viennese Pianos 

Jack Greenfield 
Chicago Chapter 

Piano Building 
In Vienna Increases 

As the piano swiftly rose in pop- 
ularity in Austria and Germany 
after the introduction of an escape- 
ment action by Johann Andreas 
Stein, the business of piano build- 
ing began to grow at a correspond- 
ing rate, just barely keeping pace 
with the rising demands. Much of 
this activity was taking place in 
Vienna where in addition to the 
shops of established Viennese 
builders, the number of businesses 
was constantly increased by the 
arrival of instrument makers from 
other areas coming to take advan- 
tage of the expanding Viennese 
market. Builders who remained in 
other areas of Austria and Ger- 
many also found enough regional 
business to prosper. 

Construction of Early 
Viennese Pianos 

The typical Viennese piano of the 
late 18th century was wing-shaped 
and narrow in width with a com- 
pass of five to five and a half 
octaves. Judging from the numbers 
still in existence, the Viennese 
builders made few square pianos. 
Casework was elegant with walnut, 
mahogany, oak and cherry wood 
most popular. Cases were decorated 

by carving, patterned wood inlays 
or painted scenes on the underside 
of the lid. The keys were cut care- 
fully usually with ebony for natu- 

The typical Viennese piano 
of the late 18th century 
was wing-shaped and nar- 
row in width with a com- 
pass of five to five and a 
half octaves. Judging from 
the numbers still in exist- 
ence, the Viennese build- 
ers made few square 
pianos. Casework was ele- 
gant with walnut, mahog- 
any, oak and cherry wood 
most popular. 

II 

rals and bone or other light 
material covering for sharps. The 
Viennese pianos contained “bump- 
ing” actions or Prellmechanik, 
either copies of the 1773 Stein 
escapement action or the Walter 
modification introduced about ten 
years later. Some German builders, 
however, used actions of other 
design. 

The usual stops included mecha- 
nisms for raising the dampers - 
often divided so that the dampers 
in the treble and bass could be 
lifted separately - and mecha- 
nisms for sliding the action lat- 
erally so that only one string of a 
bichord and two strings of a tri- 
chord were struck as in modern 
pianos. Mechanisms for interposing 
strips of leather between the ham- 
mer and the strings or arrange- 
ments for bringing other materials 
into contact with the vibrating 
strings to change the tone were 
popular well into the 19th century. 

Hammers were not much differ- 
ent than those of Cristofori’s 
pianos. Some pianos had round hol- 
low heads with soft leather pads on 
the striking surface on wooden 
instead of Cristofori’s parchment 
cylinders. Solid wooden hammer 
heads, either covered with soft 
leather or uncovered, also were 
used. 
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Comparison of Musk Wire 
Diameters (Inches) 

Octave “Mozalt” Cristoforl Modern 
Forteplano 1726 Piano Piano 

cx-F6 .012 - .035-.036 

uB5 .0135-.0145 .Oll .036-.038 

c4-B4 .0145-.018 .013 .038-.041 

wB3 .018-.022 .013-.016 all-.044 

C2-B2 .022-.030 .016-.020 .045-.047 

Fl-Bl .032-.034 - - 

We material: Brass for sizes over .020 in “Mozart” fortepiano and for sizes 
over .O 78 in Cristofoti piano; sfeelor iron for others. 

Scaling 
While iron wire was available 

from German sources, British steel 
wire was preferred because of its 
greater strength and better tone. 
The treble was strung with steel or 
iron wire, the bass with steel or 
brass. The use of wound bass 
strings became more common late 
in the century. String length scal- 
ing was similar to the patterns in 
harpsichords. In the earliest 
pianos, in which it was desired to 
produce a harpsichord tone, strings 
were kept as thin as possible. In 
later pianos where a bigger sound 
was preferred, string diameter was 
increased. The table “Comparison 
of Music Wire” shows figures based 
on data from Stimmbuch by Nach- 
ersberg, published in Leipzig, 1804 
and included in Appendix D in 
Harding’s The Pianoforte. For com- 
parison the table also contains wire 
sizes in the 1726 Cristofori piano 
and in a typical modern grand 
piano (Journal, April 1986, p. 251. 
The piano identified only as a 
“Mozart” instrument in Stimmbuch 
was evidently a Walter piano or a 
copy. Stimmbuch did not identify 
the builder of the harpsichord. The 
string sizes of two other “Forte- 
Pianos” of unknown make listed in 
Stimmbuch were smaller than in 
the “Mozart” piano and almost the 
same as in the harpsichord. 

Prestige of Stein Pianos 
Although there were improve- 
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ments in some of the competitive 
pianos, Stein’s instruments carried 
considerable prestige. Stein pianos 
were expensive and difficult to 
obtain. Stein, working in a small 
shop with several assistants, pro- 
duced about 18 to 24 instruments 
per year, the average for most 
other instrument makers. The 
practice of patent protection had 
not yet come into existence, there- 
fore there was nothing to prevent 
others from copying Stein’s design. 
Stein was a good businessman and 
he was able to benefit financially 
from his outstanding enterprise by 
setting high prices for his instru- 
ments, about 33 to 50 percent 
higher than for similar instru- 
ments sold by competitors. False 
labeling with Stein’s signature in 
instruments made by others was 
not at all unusual. 

Walter Modifies 
Stein Action 

Another builder who also 
exerted considerable influence on 
Viennese piano building was Anton 
Walter (1752-1826). Walter came 
from the Swabia region in South 
Central Germany where he had 
been born. He married a Viennese 
widow in 1780 after establishing a 
shop in Vienna. His stepson, 
Joseph Schoffstoss, later became a 
partner in the business. 

Walter’s modification of the 
basic Stein action provided more 
rapid hammer return and improved 

hammer check. In the Walter 
action, the escapement levers, 
tilted forward at an angle which 
can be adjusted, require less spring 
tension to be held in place. This 
allows the hammer to drop more 
rapidly into position for the next 
hammer blow. Walter’s hammers 
were longer and larger. Instead of 
the rest post Stein used to absorb 
the hammer drop, Walter placed a 
check rail in front of the hammer- 
heads to catch them after they 
dropped from the strings and hold 
them as long as the keys were held 
down. Pfeiffer’s drawings “German 
action” shows the basic Stein 
action and “Viennese action” shows 
an action based on Walter’s princi- 
ples (Journal, January 1979, p. 13- 
16). 

Walter installed thicker sound 
boards and heavier bridges than 
Stein. Stein’s instruments were 
clearer in tone and more responsive 
but not as loud. 

Among the examples of Walter 
pianos still in existence, except for 
one or two earlier ones with hand- 
operated levers, the dampers are 
raised by knee levers. The pianos, 
double-strung up to the top octave 
or slightly lower, and triple-strung 
above, have a compass of five 
octaves Fl to F6 or two notes 
higher to G6. Since Walter did not 
sign and date all of his instru- 
ments, the chronological order of 
the slight design changes he made 
and existence of unidentified 
unsigned Walter pianos are 
uncertain. 

Mozart’s Walter Piano 
Besides the high regard for the 

merits of the instruments he built, 
Walter also gained prestige from 
Mozart’s purchase of a Walter 
piano after settling in Vienna in 
1781. Earlier keyboard instruments 
owned and played by members of 
the Mozart family included the 
small portable clavichord bought 
from Stein in 1763 and several 
larger instruments from Friederici. 
Records show Leopold Mozart 
ordered a Friederici harpsichord in 
1770. Two clavichords still in exist- 
ence are believed to have been 
made by Friederici and owned by 
the Mozarts. One of these clavi- 
chords, unsigned, is on display in 
the Mozarteum, the museum in the 
former Mozart family residence in 
Salzburg. The other clavichord, 
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Figure 1: German “Bumping Action” - Johann 
Andreas Stein - 1773 

J L 

Figure 2: Later Viennese “Bumping Action” with 
Walter modifications. 

dated 1772 and once owned by 

Vienna. Mozart family correspon- 
dence discussing the purchase of 
instruments from Friederici men- 

Franz Liszt, is on display in the 

tions the professional jealousy 
between Stein and Friederici. 

Kunsthistorisches Museum, 

Before he played the Stein pianos 
he praised, Mozart is known to 
have been familiar with Spath 
instruments and a square piano 
made by Christian Baumann, a 
builder in West Germany. The 
Baumann piano was purchased in 
1779 by Mozart’s employer, the 
Prince Archbishop of Salzburg. 

professional musician, however. A 
younger son, Franz Xavier Wolf- 

Dussek and is supposed to have 

gang (1791-18441, had limited suc- 
cess as a pianist and composer. In 

shown talent. He became an Aus- 

1856, Carl Thomas donated the 
unsigned, undated piano on display 

trian government official instead of 

in the Mozarteum, Salzburg. The 
piano, restored to playable condi- 
tion in 1936 by a technician, Ruck, 
in Nuremberg, serves as a model 
for builders of copies of historic 
instruments. 

It is ironic that when Mozart 
decided to buy a piano for himself 
in Vienna, one reason he did not 
get one from Stein may have been 
Stein’s high price. Mozart’s corre- 
spondence with his father before 
the purchase shows his high 
esteem for Stein pianos but indi- 
cates his father disapproved 
because they were too expensive. 
Regardless of whether cost played 
part in the decision, another factor 
may have been the availability of 
service from Walter in Vienna. 
Mozart had Walter attach a spe- 
cially built foot-pedal damper sys- 
tem. At that time Viennese pianos 
still used knee lever systems. 

Haydn’s Choice And 
Criticism Of The Walter 
Piano 

Haydn did not share Mozart’s 
high regard for Walter pianos. In 
1788 he bought a piano from 
another prominent Viennese 
builder, Wenzel Schantz. Wenzel 
was in partnership with his brother 
Johann who continued the business 
after Wenzel’s death in 1791. Soon 
after acquiring his piano, in 
response to a friend’s request for 
advice, Haydn recommended a 
Schantz piano. He also commented, 
“It is true that my friend Mr. Wal- 
ter is very celebrated and that 
every year I receive the greatest 
respect from that gentleman 
but...speaking frankly, sometimes 
there is not one instrument in ten 
of his that you could describe as 
really good.” Haydn’s primary 
objection was the heavy touch of 
the Walter action, he considered 
the Walter piano excellent in some 
other respects. 

“forte pianos have a full bell-like 
tone... and strong full bass.” How- 
ever, comments on variations in 
tone quality in different pianos 
were “with some the bass is too full 
for the treble, with others it is too 
strong and with still other it is 
metallic.” It was also noted that a 
sharp metallic tone developed after 
a great deal of playing. This could 
be corrected by replacing the 
leather coverings of the hammers. 

Haydn sold his piano for a good 
price a few years before his death. 
What happened to it later is not 
known. There are no surviving 
Wenzel Schantz pianos but some 
built by his brother Johann are 
owned by collectors and are used in 
early piano performance of Haydn 
compositions. n 

Even though the aristocrats for 
whom Mozart played private 
engagements may have had pianos 
in their big houses, Mozart usually 
brought his own. The long narrow 
all-wood instrument was not too 
difficult to transport around 
Vienna. 

It is believed Mozart’s Walter 
piano remained with his wife after 
his death and was passed on to 
their son Carl Thomas (1784-1858). 
Carl Thomas studied piano with 

The Yearbook of Music in 
Vienna and Prague published in 
1796 in Vienna also had praise and 
criticism stating that the Walter 
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AFFAIRS 

What is Your Real Profit? 
Janet Leary 

Economic Affairs Committee 

W hat is your vearly income? 
How much money-do you earn an 
hour after expenses? How do you 
determine a price increase is 
needed? For the small business- 
man, the answers to these ques- 
tions can be clouded by the fact 
that at the end of each week’s 
work to help determine those 
answers. Instead, revenue is 
received, expenses are paid - and 
what’s left is weekly income or 
profit. Depending on incoming 
expenses, this “profit” figure 
changes from week to week. 

If you have not come to grips 
with determining your actual 
expenses you may find that you 
are operating in a situation of 
“crisis management” - having to 
make do with inefficient tools, 
inadequate inventory on hand for 
repairs, borrowing tools or sup- 
plies from other technicians, no 
retirement plan, no disability 
plan, and financially not quite 
making ends meet. Operating in 
this uncertain environment can 
be extremely frustrating and 
limiting. 

How can we resolve this prob- 
lem? By creating a target budget 
based on your past expenses and 
your desired goals. A budget is 
especially critical in our profes- 
sion. Without an idea of your 
costs, how in the world can you 
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formulate prices for your service? 
It is understood that the market 
and your competition will gener- 
ally put a ceiling on your pricing. 
What you as the technician have 
to determine is what pricing pol- 
icy you need in order to show a 
profit and pay your expenses. Like 
anything else, however, you have 
to invest some time, determina- 
tion and patience. The result will 
be a more realistic comprehension 
of your actual income and 

What you as the techni- 
cian have to determine is 
what pricing policy you 
need in order to show a 
profit and pay your 
expenses. Like anything 
else, however, you have to 
invest some time, determi- 
nation and patience. 

expenses, resulting in less stress 
in the long run. 

First of all, in this article, I 
will explain your primary goals as 
a manager - planning and con- 
trol - and explain how the 
budget (as a cost accounting tool) 
fits into this process. We will then 
review an actual budget. As you 
read the article it would be help- 
ful to take out a sheet of paper 
and create your own budget based 
on this model. In order to come up 
with expense targets, your 1986 
tax return may provide you with 
much of the information you need. 
Keep in mind that this budget is 
a target budget, a target is some- 
thing we make happen, not sim- 
ply an estimate of what we expect 
to happen. The difference between 
target and estimate incorporates 
strategic planning, or career goal 
planning into the budget. 

There are basically two major 
management functions, planning 
and control. Planning is the proc- 
ess of realizing your organ- 
ization’s external opportunities 
and threats, creating objectives 
accordingly, and deploying 
resources to match the objectives. 
Control is the force that guides 
you in achieving objectives by 
comparing performance with the 
predetermined goals and deci- 
sions. Without planning there is 



no basis for the control function, 
and without thorough cost analy- 
sis the planning function is 
invalid since planning is based on 
facts collected and analyzed perti- 
nent to each individual business. 

Cost accounting furnishes you 
with the necessary accounting 
information to plan and control 
business activities. In the plan- 
ning phase, cost accounting is 
future oriented, it helps in the 
process of budgeting for the 
future. This is called strategic 
planning. In the control phase, 
cost accounting deals with the 
present by comparing current 
results with predetermined stand- 
ards and budgets. More specifi- 
cally, cost accounting: 

1. Establishes cost methods and 
procedures. 
2. Aids in planning profit by 
means of budgets. 
3. Creates pricing in relation to 
inventory. 
4. Measures revenue and 
expenses, profit or loss. 
5. Provides cost information to 
help choose between decision 
alternatives. 
6. Assists in establishing overall 
pricing policy. 
7. Helps in controlling costs. 

What are budgets? A budget is a 
plan that: 

1. Sets targets for revenues and 
expenses. 
2. Increases the likelihood that 
goals will be reached. 
3. Provides opportunities to for- 
mulate and evaluate options when 
obstacles arise. 

Operating expenses should be 
divided into two categories: 

1. Controllable 
2. Uncontrollable - expenses you 
have no control over such as 
unexpected auto repairs, repairs 
or replacement of a costly tool, 
hospital bills, etc. If you know 
which areas of your budget 
include uncontrollable expenses, 
you can allocate more money to 
that area. 

Let’s now look at a sample 
budget. The following budget is 
for a sole proprietor. Of his 
income, 67.5 percent is from piano 
tuning, while the remaining 32.5 

percent is from rebuilding and 
action restoration. Included in 
“cost of goods sold” is subcontract 
soundboard replacement, key 
recovering and miscellaneous 
materials costs. Salaries to 
employees include paying part 
time office help $6.50 an hour, 15 
hours a week. Mr. X puts 20,000 
miles a year on his business vehi- 
cle, and buys a new auto every four 
years. In order for him to attain 
this income level, the average 
weekly work week is 60 hours. No 
vacation pay allowance is paid. 
When he works, income is earned; 
when he doesn’t work, no income 
is earned. This model is purely 
hypothetical, merely for the sake 
of example, and is not meant to 
be a recommended pattern of 
expenses or revenues. 

Net sales $5O,ooo 
-Cost of Goods Sold ( 5,500) 
Gross Profit $44.500 

Operating Expenses: 
Salaries to employees 5,000 
Utility costs 1,000 
Telephone 1,000 
Automobile expenses* 6,000 
Advertising 1,500 
Leeal or Accountina 200 
I&urance - 3,000 
Rent 2,000 
Interest Expense 0 
Office Supplies 300 
Professional Dues & Fees 150 
Pension* 200 
Tools & Equipment 2,000 
Seminar & Meeting* 1,500 
Inventory Expense 500 
Contingency Fund (Included in * accounts) 
(Total Operating Expenses) (26,850) 
Net Income before taxes 17,650 
(Taxes) 
Net Income after taxes 

(3,500) 
14,156 

Let’s go over some of the cate- 
gories listed in the budget for 
futher clarification. 

Net Sales - All sales minus any 
returns, allowances or applicable 
discounts such as two percent net 
10 days. 

Cost of Goods Sold - This cate- 
gory includes: 
1. Indirect materials, shop sup- 
plies such as sandpaper, lacquer, 
glue, etc. 
2. Direct materials, pinblocks, 
strings, hammers, etc. 
3. Other indirect costs, overhead 
to keep your shop running such as 
heating, lighting, maintenance 
and repairs, etc. 

If you have a shop with employees 
you would also include: 
1. Indirect labor, secretary or 
bookkeeper. 
2. Direct labor, employees work- 
ing on pianos. 

Gross Profit is Net Sales minus 
Cost of Goods Sold. 

Operating Expenses generally 
include marketing and adminis- 
trative expenses. Whatever you 
did not include in the Cost of 
Goods Sold category you will 
include under operating expenses. 
If your business does not have a 
significant shop you may decide to 
completely forego with the Cost of 
Goods Sold category and simply 
include all your costs under Oper- 
ating Expenses. Some of the cate- 
gories under Operating Expenses 
may be repetitive because of this 
difference in business types. 
Decide which portions of this 
model work best for you. Your 
budget system must be easy to 
use and tailored to your specific 
needs, otherwise it’s useless. 

Automobile Expense includes 
maintenance of vehicle, gasoline 
expense, auto insurance, parking, 
tolls, and a contingency fund for 
replacement and repair of the 
auto. I am patterning this 
expense category after the way we 
handle our auto expense. In our 
business the auto expense is a 
rather large category that needs 
to be watched. As the vehicle gets 
older there are always unexpected 
repairs which can be costly. We 
set aside a separate bank account 
for auto expense. Every week a 
set sum is deposited to that 
account as if it is a bill that must 
be paid. The amount deposited is 
determined by the following 
formula: 

(Annual repair costs) n (Years of 
use) + Total cost to replace auto) 

If annual repair costs equal 
$2,000, you wish to replace your 
auto in four years and your next 
auto will cost $15,000, you will 
need to accumulate $23,000. 

Four years x 52 weeks per year = 
208 weeks of total auto life 
$23,000 divided by 208 = $110 
per week deposited in the contin- 
gency account. 
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You may not want to pay cash 
for your auto. You must then 
include your monthly auto pay- 
ment or lease cost into this 
expense account, because this is 
the account where all auto 
expenses will be drawn from. 

Advertising 
1. Phone 
2. Other 

I separate Yellow Pages adver- 
tising costs from the phone bill. 
Why? Because I ask all clients 
who wish to schedule an appoint- 
ment, “Who referred you to us?” I 
then total all Yellow Pages refer- 
ral income for the year, and 
divide the total by phone advertis- 
ing costs to see if the return war- 
rants the expense. This helps me 
choose the size of ad for the 
upcoming year. 

Insurance 
1. Life 
2. Disability 
3. Tool 
4. Liability 
5. Health 

Many self-employed people 
mistakenly think that their insur- 
ance costs are personal costs, not 
business expenses. If you work for 
any reputable company that is 

concerned about keeping their 
employees, you will find that a 
limited life insurance policy, dis- 
ability insurance and partial or 
total health insurance is provided. 
When those employees take home 
their paycheck they do not have 
to pay these costs. 

Also, many novice piano tech- 
nicians think they’re making a 
bundle when they take home 
their tuning checks. Many times, 
they neglect to provide them- 
selves with proper insurance 
because it’s costly. There comes a 
time when parents are no longer 
there to provide for catastrophic 
upsets, and you are on your own 
- that’s where insurance and 
hospitalization comes in. Insur- 
ance is a business expense. You 
are entitled to make an income 
level to cover this expense, if you 
are not, it’s time to review your 
pricing policy. 

Office Supplies 
1. Postage 
2. Miscellaneous paper, pens, etc. 
3. Large, purchases, copier, com- 
puter, software 

Pension 
Just as many insurance 

expenses are paid by the 

10 Year Plan - Yearly Contribution = $1,200 
Interest Rate 
Qrtly. Payment l$ 

7% 8% 9% 10% 11% 12% 
300 300 300 300 300 300 

Future Value 16,280 17,710 18,120 19,135 20,220 21,380 22,620 

10 Year Plan - Yearly Contribution = $2,500 
Interest Rate 
Qrtly. Payment Eg 

7% 8% 9% 10% 11% 12% 
625 625 625 625 625 625 

Future Value 33,917 35,771 37,751 39,866 42,126 44,542 47,125 

20 Year Plan - Yearly Contribution = $1,200 
Interest Rate 
Qrtly. Payment 3”0”;, 

7% 8% 9% 10% 11% 12% 
300 300 300 300 300 300 

Future Value 45,813 51,538 58,131 65,735 74,514 84,663 96,408 

20 Year Plan - Yearly Contribution = $2,500 
Interest Rate 
Qrtly. Payment 662”5 

7% 8% 9% 10% 11% 12% 
625 625 625 625 625 625 

Future Value 95,444 107,371 121,107 136,948 155,239 176,333 200,851 

30 Year Plan - Yearly Contribution = $1,200 
Interest Rate 6% 7% 8% 9% 10% 11% 12% 
Qrtly. Payment 300 300 300 300 300 300 300 
Future Value 99,386 120,328 146,477 179,213 220,297 271,974 337,109 

30 Year Plan - Yearly Contribution = $2,500 
Interest Rate 
Qrtly. Payment C!fz 

7% 8% 9% 10% 11% 12% 
300 300 300 300 300 300 

Future Value 207,055 250,685 305,151 373,361 458,953 566,614 702,312 

employer, so are many pension 
plans. Often, employer-paid plans 
are not sufficient, so the employee 
supplements the plan. You have 
to determine a reasonable and 
steady yearly amount to put into 
a pension fund. 

This is another area where you 
may want to set up a separate 
bank account and put aside a 
weekly budgeted amount for pen- 
sion costs. At the end of the year 
the funds can then be transferred 
into an IRA or appropriate pen- 
sion fund. Below you will find 
some guidelines. In the following 
charts there are six plans, a lo- 
year plan, 20-year plan and a 30- 
year plan with contributions of 
$1,200 or $2,500 a year. All the 
plans are based on compounding 
quarterly and depositing into your 
pension plan four times a year. 
You will notice the interest rates 
range from six percent to 12 per- 
cent. Besides market interest, the 
vehicle you place your IRA in will 
help determine your average long- 
run interest rate. The choice is 
yours from mutual funds to bank 
certificates of deposit. 

Tools and Equipment 
1. New small tools ($35 or less) 
2. New large depreciable items 
(drill press, etc.) 
3. Replacement or repair of worn or 
broken tools 

As mentioned earlier, do not 
double-count these expenses if you 
are placing them already under 
Cost of Goods Sold. Regardless of 
where you place the expense, 1 feel 
you should set up a contingency 
fund for tools and equipment. The 
amount will depend on your partic- 
ular situation; ie. if you are plan- 
ning to expand your services and 
need new equipment, in contrast 
with setting aside funds to occa- 
sionally buy a new tool at the next 
seminar or replace worn small 
tools. 

Seminars and Meetings 
1. Registration costs 
2. Food & Lodging 

Attending seminars is a cost of 
doing business. You must continue 
to learn in order to give your clien- 
tele the value they deserve and 
expect. Since Guild seminars are 
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the only way to obtain this infor- 
mation you should set aside a rea- 
sonable amount of funds per year 
so you can attend these functions. 

Inventory Expense 
1. Ordering Cost 
2. Carrying Cost - how much it 
costs you to carry inventory. 
3. Cost of replenishing items taken 
out of inventory and used in work 
in process. 

Contingency Fund 
You can choose to set aside one 

account for contingencies or have a 
separate account for each area of 
contingency as we do. The advan- 
tage to separate accounts are well 
defined totals for each expense 
area. If you know the amount per 
week that must be earned to pay 
all bills, and deposit the proper 
amounts in your contingency 
accounts to meet your targeted 
goals, your bookkeeping is very 
limited, and you are alerted to 
problems with your budget when- 
ever those deposits can’t be made. 
In our example the accounts with 
asterisks are accounts that include 
contingency funds. 

NZAT 
Total all Operating Expenses 

and deduct them from Gross Profit. 
This is NIBT, or Net Income Before 
Taxes. You now can deduct any 
taxes levied on your business such 
as applicable property taxes or 
sales tax. Deduct these taxes from 
NIBT and you now have NIAT or 
Net Income After Taxes. 

The final computations for our 
example are as follows: 

60 hrs. x 50 work weeks per year = 
3000 hrs. 
$14,150 divided by 3000 hrs. = 
$4.71 per hour 

After drawing up a budget 
model, it may take a year or two to 
finally pinpoint all your contin- 
gency areas and get the budget 
running smoothly. Make sure you 
set realistic targets. If you don’t, 
you’ll never adhere to the targets 
and blame the budget instead of 
your own incorrect planning and 
forecasting. I hope this article has 
been of some assistance to you. For 
those of you who try out the budget 
system, let me know your results. 
See you in Toronto! n 

AT 

LARGE 

The Group 

Donna R. Byrd 
Eugene, OR, Chapter 

D uring the 1986 summer con- 
vention in Las Vegas people were 
seeking ways of keeping people 
interested in using their home 
pianos - if for no other reason 
than continuing their interest in 
having them properly maintained. 
I’d like to tell you about an infor- 
mal group of piano players in 
Eugene, OR, who fit that descrip- 
tion because piano technicians are 
in an advantageous position to 
spark interest in similar groups. 

Several years ago, four or five 
women were talking over coffee 
about their piano lessons; their 
fear of playing for others - 
whether family, friends, or 
teacher; the fact that they were 
spending a fair amount of money 
for lessons; spending hours of 
practice time and not seeming to 
get anywhere. While they were 
all playing “for their own enjoy- 
ment,” none were certain they 
were enjoying it. And of course, 
they all “knew” they played bet- 
ter at home than at their lesson. 

The upshot of the conversation 
was a decision to get together, 
have lunch and play for each 
other. I was not in the original 
group so I don’t know how the 
first sessions went, but they were 

apparently successful enough that 
one of the players seeing me in 
the grocery store asked me to 
come and join in their misery - 
the only condition being that if 
you come you must play. 

It took three months to get the 
courage to attend one of these 
musicales. Finally, one very mem- 
orable day I headed out with ears 
ringing, sweat dripping, and 
hands shaking, to play a Joplin 
Rag. I was met by a jovial group 
and a glass of wine. Three hours 
and several glasses of wine later I 
made my way to the piano. 
Unlike Victor Borge, I can’t say 
“they laughed when I sat down to 
play.” No one could possibly have 
recognized that it was even a rag 
that I was playing but I was 
determined to make it all the way 
through every last repeat. After 
all, if I ever play again, improve- 
ment would be immeasurable. 

And I did go back. My playing 
improved and my interest in 
music increased. Over several 
years the group has grown, the 
group has no name, no dues, no 
officers, no official meeting sched- 
ule, no fixed membership -just 
regulars. The group has defied all 
attempts at organization. We do 
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refer to it as “the group,” and 
facetiously as “Piano Players 
Anonymous.” But not all the play- 
ers are unknown. One comes 
when she’s preparing-a recital 
and wants a critical warm-up 
audience. A couple of the men are 
graduate music performance 
majors. Some have played for 
years but remained anxious in 
spite of obvious accomplishment. 
And there are beginners. 

While we have no officers, an 
instinctive historian among us 
has kept a program journal. What 
hasn’t always been recorded are 
the numbers by people who feel 
most comfortable playing “when 
no one is really supposed to be lis- 
tening,” i.e., “Before everyone 
gets here I’ll just try out my piece 
on this piano,” or “You all go get 
coffee and I’ll play while you’re 
moving about.” 

A few have assumed that we 
would want only classical music 
- not so. The important point is 
that everyone plays. We’re a large 
enough group now that we no 
longer say you must play every- 
time. But we do want participants 
- that’s what puts everyone on 
equal footing. Our most recent 
participant described the group as 
one with an underlying feeling of 
striving for excellence in an 
atmosphere where it’s all right to 
make mistakes. 

The fact that we have regulars 
demonstrates that people are 
really enjoying the music that 
they are making. Anxiety has 
been reduced by simply playing, 
by playing duets, two-piano num- 
bers and accompanying another 

II 

The group has defied all 
attempts at organization. 
We refer to it as ‘the 
group’ and facetiously as 
‘piano players anony- 
mous’...One recent partici- 
pant described the group 
as one with an underlying 
feeling of striving for excel- 
lence in an atmosphere 
where it’s all right to make 
mistakes. 

instrument upon occasion. To get 
over the feeling of playing best on 
your own piano in your own pri- 
vate area we trade off hosting 
each other. A couple have teach- 
ing studios. Once in a while I 
have two pianos in.the same room 
that are both in playing condition 
at the same time. We have also 
met at local piano dealers and 
were welcomed back. And one 
member has been asked to host 
more than her share of the time 
because everyone wants to play 
her Steinway B. 

Moving? 
Be sure to let us know! 

If you’re moving, whether it’s across town or around the 
world, be sure to let us know so your Journals can follow. To 
speed the change, send a mailing label from an old issue and 
your new address to: 

Piano Technicians Guild, Inc. 
9140 Ward Parkway 
Kansas City, MO 64 114 

Socially this group is great. It’s 
also a boost to the music commu- 
nity. My involvement meant 
earned income for a couple piano 
teachers, precipitated my career 
choice, created a desire for a finer 
instrument, led to purchase of a 
grand piano and provided me with 
an immediate outlet for sale of 
my upright. It also meant that 
several people who might have 
had a lax attitude about having 
their pianos tuned actually enjoy 
playing their pianos well enough 
that they are interested in keep- 
ing them maintained. 

While I did not initiate this 
group I have helped them keep it 
alive by bringing in new members 
I’ve met while tuning. They in 
turn have brought friends. 
Obviously I can’t invite everyone 
that I work for to participate in 
this group but I do talk about its 
existence when I am asked how to 
keep someone’s interest in piano 
playing. And I am beginning to 
put people in contact with each 
other who might enjoy playing 
together. Variations of the musi- 
cale idea are used by many teach- 
ers but one of the strengths of our 
group is tht none of the players’ 
instructors are present. Some are 
teachers but they are simply play- 
ing participants there “for their 
own enjoyment” and to allay their 
own fears. 

You as a technician may not be 
a virtuoso pianist, nor a0 you 
need to be to host such a group as 
this. It’s less inhibiting if you’re 
not a gifted pianist. Just get the 
people together and have fun.w 

FIVE WILL GET YA TEN! 
f’m selling at l/2 price wholesale a lot of 12 refinished, 
rekeyed uprights wbx&tes (new). All action parts re- 
placed or repaired -action hammers sanded - bidle 

taped- great bargains. Your price 395.00 oak-wal -mah. 

k!z,“* 
lmin Jacoby - Jay-Mart Wholesale 

POB 21148 -Cleveland OH 44121 
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Calendar Of Coming Events 

Date Event 

*July 20-25, 1987 30th Annual Piano Technicians Guild Convention & Institute 
Constellation Hotel, Toronto, Ontarro, Canada 
Home Office; 9140 Ward Parkway; Kansas City, MO 641 14; (816) 444-3500 

July 24-26, 1987 International Association of Piano Builders and 
Technicians Biannual Conference 
Constellation Hotel, Toronto, Ontano, Canada 
Home Office, 9140 Ward Parkway, Kansas CQ, MO 64 I 14. (8 16) 444-3500 

Sept. 19, 1987 Connecticut One-Day Seminar 
Sohmer Plan0 Co., Ivoryton, CT 
Vivian Brooks, 376 Shore Road, Old Lyme, CT 06371 (203) 434-0287 

Oct. 2-4, 1987 Florida State Assembly of the Plano Technlclans Guild 
Orlando, FL 
David G. Taylor; 1909 Mae St.; Orlando, FL 32806, (305) 898-9266 

Oct. 9-l 1, 1987 Ohio State Conference 
Greater Cincinnati area 
Jack Kreftlng; P.O. Box 16066; Ludlow, KY 41016; (606) 261-1643 

Oct. 16-18, 1987 Texas State Seminar 
Hiton Hotel, Wichita Falls, TX 
Jlmmy Gold; 2101 Walnut; Duncan, OK 73533; (405) 255-5804 

Nov. 6-8, 1987 North Carolina Conference 
Black Mountain, NC 
Jeff Owens; PO. Box 903, Shelby, NC 28150; (704) 482-7119 

COLEMAN-DEFEBAUGH 
Video Cassettes 

l Aura1 & Visual Tuning $79.50 
Pitch raising, temperament setting, beat 
counting, Sanderson Accutuner, etc. 

@Grand Action Rebuilding .$79.50 
Hammers, shanks & flanges, wippens, 
key bushing, backchecks, etc. 

l Upright Regulation $65.00 
Troubleshooting, refelting, etc. 

@Beginning Piano Tuning $55.00 
VHS or Beta (213) 7354595 

Superior Instruction Tapes 
2152 W. Washington Bl., 
Los Angeles, CA 90018 
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Assodate With The Guild! 

Democracy In Action! 

Ron Berry 
Vice President 

W ith the Toronto Convention and the Council 
meeting approaching, I am reminded of our duty and 
right to participate in the running of PTG. PTG is 
one of the most democratic organizations I have ever 
been associated with, sometimes even to the detri- 
ment of efficient operation. In our dealings in the 
past with management companies, we have found 
that they are always surprised at how much the 
average member of PTG wants to participate in run- 
ning the organization. Typically associations hire a 
management company to take over running the 
whole organization so the officers and members don’t 
have to bother with it. You can imagine the surprise 
of a staff used to dealing with that kind of organ- 
ization when they came to their first Council 
meeting. 

But just as in any democracy, members must par- 
ticipate in the decision-making process. The Council 
session is one of the places to do this. But where do 
items for Council discussion come from? They come 
from chapters. The chapters are truly the heart of 
this organization and the ideas that come from them 
become bylaws amendments or other proposals for 

Council. This means that your participation in your 
chapter is important. Your ideas can carry much 
more weight with the whole organization than you 
think they do. Sometimes it’s easy to just let some- 
one else take care of business, but the Guild will be 
better for having input from all its members. Be sure 
that your chapter will be represented by a delegate 
in Toronto. Last year in Las Vegas 67 percent of the 
chapters were represented. We should see at least 
that representation this year. 

Be sure that you discuss the Council issues in 
your chapter and inform your delegate of your chap- 
ter’s wishes. The bylaws amendments appear in the 
May Journal and your chapter will receive one 
agenda book for the delegate. Many chapters circu- 
late this agenda book before leaving it with the dele- 
gate. Extra copies of the agenda book are available 
from the Home Office at a fee to cover printing costs. 

A healthy democracy depends on active participa- 
tion and informed decisions. Make sure that you and 
your chapter can provide both so that the Guild will 
be the best organization that it can be. 

NEW ASSOCIATE MEMBERS DURING APRIL, 1987 

-REGION l- 
Boston #21 
Josenh Tomnkins 
8 L&y St. 1 
Stoneham, MA 02180 

Richard Friedman 
570 Grand Street 
New York, NY 10002 

Raymond Davies 
123 Orchard St. Apt. #43 
Somerville, MA 02144 

Rhode Island #29 
Karin Butler 
17 Cononchet Trail 
E Greenwich, RI 02818 

Connecticut #64 

Ross Anderson 
12 Edgewood Rd. 
Monroe, CT 06468 

Robert Morss 
2580 Main St. Apt Al4 
Stratford, CT 06497 

New York City #lo1 

Frank Martenez 
2 Grace Court Apt 2V 
Brooklyn, NY 11201 

Lehigh Valley #180 

David Godiska 
Box 412C Rd. #2 
Northampton, PA 18067 

Mark Leitzel 
217 l/2 N. Fulton Apt 3 
Allentown, PA 18102 

Philadelphia #191 

Donald Roberts 
617 N. Monroe St. 
Media, PA 19063 

-REGION 2- 

Baltimore #212 Oklahoma #731 

Barry Sidle 
236 E 25th ST 
Baltimore, MD 21218 

David Bonham 
8104 N Brookside DR 
Oklahoma City, OK 73132 

Charlotte #282 Texarkana # 755 

William Baker, Jr. 
P 0 Box 254 
Kershaw, SC 29067 

Joe Starr 
302 S. Pine 
Nashville, AR 71852 

SW Florida #337 Austin, TX #787 

Albert Hirsch, Jr. 
805 SO Rome AV 
Tampa, FL 33606 

Bernard Mollberg 
508-C East St. Elmo Rd. 
Austin, TX 78745 

-REGION 3- 
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Indianapolis #461 

Clyde Robertson 
325 W. Jefferson ST 
Winamac, IN 46996 

Robert Eichhorn 
426 W. Howard 
Muncie, IN 47305 

Western Michigan #493 

Robert Hurd 
230 W. Main 
P 0 Box 405 
Spring Arbor, MI 49283 

Chicago #601 

Michael C. Gutowski 
37 Rockford Ave. Apt 1 
Forest Park, IL 60130 

Terence Boyle 
1871 W. 108th Pl. 

Chicago, IL 60643 

John Beardsley 
415 Elm Ave. 

Geneva, IL 60134 

William Carpenter 
1350 N. Central Ave. 
Chicago, IL 60652 

-REGION 5 - 

Siouxland #511 

Mildred Hensch 
RR2 Box 128 
George, IA 51237 

Kansas City #641 

Michelle Goodson 
2209 Granite Ct. 
Blue Springs, MO 64015 

Ozark, MO #653 

Bonnie Preslev 
Rt. 1, Box 95 * 
Willard, MO 65781 

Boulder #803 

Kurt Blumberg 
2300 W. Horsetooth Rd. 
#202 
FT Collins, CO 80526 

Santa Barbara #931 

Robert Ballenger 
4855 Kodiak Ave. 
Santa Barbara, CA 93111 

Monterey Bay #950 

Larrv W. Leeder 
PO Box 614 
Santa Cruz, CA 95061 

NEW AFFILIATE 
MEMBER 

Roger Bumpus 
Viale Piave 41 
Brescia, Italy 25123 
(Affiliate) 

RECLASSIFICATIONS 
-REGION 2 - 
Charlotte #282 
William Alexander 
10075 Hickory Ridge Rd. 
Harrisburg, NC 28075 

-REGION 3- 
Oklahoma City #731 
David Bonham 
8104 N Brookside Dr. 
Oklahoma City, OK 73132 

Dallas, TX #752 
Richard Brown 
6647 Hunters Ridge Dr. 
Dallas, TX 75248 

Northwest Texas # 791 
Charles W. Robinson 
1141 Elmore 
Borger, TX 79007 

-REGION 5- 
Calgary, AB #OOl 
John A. Musselwhite 
3820 12 Street SW. 
Calgary, AB 
Canada T2T 3P2 

-REGION 6 - 
Montana #594 
Bruce Waller 
Box 752 
Lewiston, MT 59457 

Howard Zuidema 
Box 594 
Conrad, MT 59425 

Santa Barbara #931 
Blake Richardson 
1639 Nipomo St. 
San Luis Obispo, CA 93401 

Seattle #981 
Susan Proctor Willanger 
3823 54th SW. 
Seattle, WA 98116 

Renner: 
Accent on Service. 

In addition to the manufacturing side, we run an efficient, 
four-segment service division: 

Consultation - Here we are able to draw upon exper- 
tise and know how accumulated over period exceeding 
a whole century. 

Repairs - This service extends to both our own ac- 
tions and other makes-either complete units or indivi- 
dual components. 

Ancillary /terns - Apart from the complete range of 
action parts we supply all the various requisites that go 
with the piano, a palette of products that extends from re- 
volving piano stools to a full selection of lamps. 

Tools - Everything for the piano tuner and technician; 
a whole number of these time-tested designs have in fact 
originated in the Renner tooling department. 

We are exhibiting at NAMM International 
Music & Sound Expo Booth 8408 

Louis Renner GmbH & Co., Fritz-Reuter-Strasse 18 
D-7000 Stuttgart 1, Telephon (0777) 6 56 51-O 



The 

Auxiliary 
Exchange 

President’s Message 
I covered most of next ten March 28) I have received 

month’s program for the Toronto three letters from spouses, living 
Convention in previous issues, in remote areas of the country. 
but one of the most important to Their spouses belong to PTG but 
PTGA members and non-mem- because of the traveling dis- 
bers alike will be the program to tance, attend very few meetings. 
be held at 10:00 a.m. Thursday, Each one admitted they had 
July 24. This program, to be never attended and therefore 
moderated by Julie Berry, has had no connection or contact 
been labeled “Reorganizational with any Auxiliary members. 
Class.” Given more time for After reading the March Presi- 
reflection, I think a more appro- dent’s Message, where I offered 
priate title might be “Revitaliz- to send brochures to anyone 
ing PTGA.” That describes more interested, they contacted me 
accurately what the purpose of and I sent both brochure and 
this meeting is: a discussion of membership application to each. 
ways and means of developing a This may be only three new 
more efficient organization and members, but two are planning 
increasing membership and to attend the Toronto convention 
participation. and they will go home with posi- 

If we are to continue justify- tive reports to pass on to other 
ing our existence, the steadily non-members and many new 
decreasing membership must be friends. Somehow, we must find 
reversed. We need to get a han- a way to reach the other non- 
dle on what it is that we are members and to encourage them 
doing, or failing to do, that to see for themselves what a via- 
seems to make membership in ble and worthwhile organization 
PTGA so unattractive to so we have. 
many people. It certainly can’t In Las Vegas last year, we 
be the cost! If you are coming to had 54 non-members registered. 
Toronto and are among the If each spouse registered would 
many who are not PTGA mem- plan to attend Julie’s meeting 
bers, come and give us your maybe some of these questions 
input. We need to know just can and will be answered. Once 
what kind of organization you we are aware of what you want, 
both want. we will as a board and council 

Since the distribution of the be more able to implement them. 
March Journal (this being writ- - Ginger Bryant 

The Nominating Committee 
has completed their assign- 
ment and the following slate of 
officers has been submitted 
and recommended for your 
consideration in the 1987-1988 
election of officers to the Piano 
Technicians Guild Auxiliary: 

President: Ginger Bryant 
Vice President: Deanna 

Zeringue 
Recording Secretary: Helena 

Thomas 
Corresponding Secretary: Bert 

Sierota 
Treasurer: Kathryn Snyder 
- Editor 
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From Our Mailbag... 
From Houston, TX, a little note 

arrived with greetings to all from 
Ruth Pollard. It had been her 
intention to send the following 
verse to each member of the Auxil- 
iary, but her budget did not allow, 
so we are having it printed on our 
page: 

Ode to PTGA 
The sun now lengthens 
Our daylight each day, 

It makes our work lighter 
More time to display- 
Our Auxiliary’s value 
To each “piano man” 
So, let us work gladly 

For success of our band. 

Many thanks to you Ruth, our 
regional Sunshine Committee 
coordinator. 

It was good to receive a little 
note from Marge Evans, herself, 
recounting her full recovery from 
surgery done last February. Marge 
is looking forward to seeing every- 
one in Toronto! 

A friend sent an amusing piece 
which recounts another aspect of 
the world of music. From the 
mouths of babes, these items were 
taken from essay and test ques- 
tions written by elementary stu- 
dents, reprinted courtesy of 
Crescendo, the Newsletter of the 
Kodaly Association of Southern 
California. 
Baroque Music is music written by 
needy musicians. 
A &u& is much larger than its 
name sounds. 
Encore is what the audience gets if 
they are unruly. 
Agnus Dei was a woman composer 
famous for her church music. 
Virtuoso is a musician with real 
high morals. 
My best liked piece is the Bronze 
Lullaby. 
Dirges are music written to be 
played at sad occasions, such as 
funerals, weddings and the like. 
Refrain means don’t do it! A 
refrain in music is the part you 
better not try to sing. 
You should never go past Fine 
more than once. When anybody 
gets to a good stopping place like 
Fine, he should know enough to 
stop there and end. 
Frederic Chopin had many fast 
friends. Among the fastest was 
Miss Sand. Soon his reputation 
grew as long as his arm, stretching 
all the way from Warsaw to Paris. 



WELCOME 
New members to the Piano Techni- 
cians Guild Auxiliary: 

Suzanna Vandervalk (Alexander) 
13 Willis Court 
Robina Parks, Queensland 
Australia 4226 

Kathleen Booth (Glare) 
Box 158 
Spiritwood, SK, 
Canada SOJ 2M0 

Sandra Wilson (Harry) 
2519 Thrasher Road 
Buford, GA 30518 

Leigh Ann Hale 
13 E. Imboden 
Decatur, IL 62521 

Juanita Melton (Eddie) 
4525 W. Quail Hollow 
Lake Charles, LA 70605 

Dorothy Neie 
P. 0. Box 3058 
Pineville, LA 71361 

Laurie Snitchler (Charles) 
21770 Cunningham 
Warren, MI 48091 

Sharon Champine (Calvin) 
2145 Dalesford Drive 
Troy, MI 48098 

Pansy Wildman (John) 
242 Robin Hood Lane 
Troy, OH 45373 

Jean Carraher (Thomas) 
1502 Mill Road 
Elizabethtown, PA 17022 

Mildred Goetsch (Lawrence) 
4301 S. Kelley,#6 
Denison, TX 75020 

Dolores Falconi (Richard) 
154 Coach Road 
Houston, TX 77060 

Brenda Hallmark 
1401 Beverly Drive 
Richmond, VA 23229 

Exchange Editor: 
AGNES HUETHER 
34 Jacklin Court 
Clifton, New Jersey 07012 

“What is a Cajun?” 
It is without que&on that every 

time we are away from South Louisi- 
ana to attend a meeting or seminar, we 
will be asked, “what is a Cajun?” We 
live in and are a part of the culture, 
but it is hard to give a short definition 
of just what a Cajun is, because it 
encompasses so many heritages, ethnic 
backarounds and religious beliefs. 

The term “Cajun/is a corruption of 
the word Acadians. Acadians from 
Nova Scotia, Canada were not welcome 
in many of the ports in which they 
landed in the 1750s after being ban- 
ished from their homes by the English. 
Expelled from Nova Scotia, they finally 
settled in the frontier land of South 
Louisiana. Here they were free to start 
a new life. 

It was not an easy life in the unde- 
veloped frontier land of Louisiana, and 
those who settled here had to work 
hand in hand. The French, Spanish, 
German, Indian and Acadian all played 
a major part in the development of the 
culture we have now, that is called 
“Cajun.” As Zeringues, we are Cajun, 
but the Zeringue name is not Acadian, 
it is German. Michael Zeringue came 
to New Orleans on a ship in 1726, as a 
carpenter, to help build New Orleans. 

The Cajun language for the most 
part today is English, though some 
from other parts of the United States 
might not agree, and unfortunately the 
French language which was spoken 
widely in the Cajun culture is being 
lost. Not many young people today still 
speak the French/Acadian language. 
All of the native languages which were 
brought here changed as new words 
were created for plants, trees and ani- 
mals which were not familiar to the 
new settlers. Words and terms of the 
various languages were learned by the 
settlers and sometimes mispronounced 
or misspelled, thus resulting in the 
Cajun language we have today. 

Even family names were mispron- 
ounced and sometimes misspelled. 
Many of the early Cajuns did not know 
how to read or write, and in marriages 
the priests would write down the name 
phonetically which resulted in varia- 

settled in South Louisiana. For exam- 
ple, Zeringue is spelled five different 
ways, and all the Zeringues are descen- 
dents of one individual. There is some 
evidence that the Zeringue name is not 
the correct spelling, but should have 
been spelled with an “S,” possibly 
‘Sheringe.’ The name Zeringue was 
written by hand on a marriage license 
in French by the priest at St. Louis 
Cathedral in New Orleans, who offici- 
ated at the wedding of Michael 
Zeringue in 1728. 

It is written, and it is very true, 
that Cajuns like plenty of pepper and 
seasoning in their food, shrimp in their 
nets, neighborliness in their neighbors, 
and love in their homes. Cajuns like to 
dance, laugh and sing, and are very 
proud of their heritage. They are very 
tolerant people and will let the world 
go on by, if the world will let them go 
on their way. A Cajun will give you the 
shirt off his back, but do not cross a 
Cajun unless you want trouble. A 
Cajun will work as long and as hard as 
anyone, but when the work is done, it’s 
time to let the good times roll. 

Cajun country has produced some of 
the best food in the world. An abun- 
dance of seafood is available year 
round in South Louisiana to enhance 
the Cajun recipes, and Cajun food has 
become known throughout the country. 
People who have visited our Cajun 
country talk about many things, but 
the good food seems to top the list. 

If you have a chance to visit Cajun 
country, I can assure you that you will 
be treated like family, always welcome, 
have a good time, and eat well. That’s 
the way of the Cajuns: good, hard 
working, down to earth people, not 
pretentious. 

To sum up the Cajuns in just a few 
words is difficult. Just as shrimp and 
file are necessary ingredients in our 
native “gumbo,” so was faith in God 
and living a good life important to our 
forefathers. They never forgot for a 
moment -just as we don’t today - 
that as rice is the crowning touch in 
jambalaya, so too is a double helping of 
;‘ieEjoyment” necessary in a truly happy 

tions of the names of the people who Deanna Zeringue 

National Executive Board 
GINGER BRYANT (Mrs. Jim) 
President 
IO 12 Dunbarton Circle 
Sacramento, California 95825 

HELENA THOMAS (Mrs. Dean) 
Recording Secretaly 
Rd. I, Box 2lOA 
Edinburg, Pennsylvania 16 I 16 

KATHRYN SNYDER (Mrs. WrllisJ 
Treasurer 
79 Furnace Street 
Robesonia, Pennsylvania 1955 I 

DEANNA ZERINGUE (Mrs. Nolan) 
Vice President 
6 19 Barbier Avenue 
Thibodaux. Loursiana 7030 I 

REBECCA HENEBERRY (Mrs. AlanJ 
Corresponding Secretary 
23 1 OA East Randolph Avenue 
Alexandrra, Vrrginra 2230 I 

LOUISE STRONG (Mrs. Don) 
Immediate Past President 
One Knollwood Drive 
Rome, Georgia 30161 
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Piano 
Technicians 

Guild 
Foundation 

To contribute, complete this form 
and mail to: 

Piano Technicians Guild 
9 140 Ward Parkway, 

Kansas City, MO 64 114. 

The PianoTechnicians 
Guild Foundation is a separate, non- 
profit entitywith its own board of 
directors. Contributions to the 
Foundation’s Steve Jellen Memorial 
Fund for Research and Education 
are used to promote thepiano and 
the professional technician. Most 
recently, the Foundation endowed 
a $500 annual scholarship for 
advanced piano study for a certified 
member of the Music Teachers 
National Assn. 

YES! 
I WANT TO CONTRIBUTE TO MY PROFESSION! I 

I 
~ I wish to contribute $ . in memory of- to honor- 

1 Honoree’s name: 
I 
1 Chapter/State: 

’ Acknowledge to: 

1 Address: 

1 Your Name: 
I 
1 Address: 

I 
1 Signature: 

L IIIIIIIII-IIIIIIIIIIIIIII. 

Classified 
Advertising 

Classified advertising rates are 
25 cents per word with a $7.50 
minimum. Full payment must 
accompany each insertion 
request. Closing date for ads is 
six weeks prior to the first of the 
month of publication. 

Send check or money order 
(U.S. funds, please) made payable 
to Piano Technicians Journal, 
9140 Ward Parkway, Kansas City, 
MO 64114. 

Box numbers and zip codes 
count as one word. Telephone 
numbers count as two words. 
Names of cities and states are 
counted separately. 

For Sale 

SUPERB RESULTS-MINIMUM 
EFFORT. A. Isaac VIP hammers 
deliver warmth, power & brilliance 

I 
without a lot of voicing. Best of all, you 

I 
can always be sure your reputation is 
in safe hands. In our effort to offer “the 

I Best” in service, we are now making 

I 
available shanks and flanges for the 

e 
complete job. Also available is a NEW 
TUNGSTEN CARBIDE sanding file 
that virtually never wears out in a 

I combination 60/120 grit. The file sells 

I 
for $7 + postage and our Wood For- 
mula super glue for those instant key 

I repairs is $3.25 + postage. Calif resi- 
I dents add 6%. We offer complete bor- 

I 
mg, etc. on hammers. At A Isaac, we 

1 
value your time...and your reputation. 
STEVE PEARSON PIANO SER- 

J VICE, 831 BENNETT AVE., LONG 
- BEACH, CA 90804, (213) 433-7873. 

IndexofDisplayAdvertisers 

Baldwin Piano & Organ Co. IFC 
Bosendorfer Pianos 22 
Robert Conrad 3 
Dampp-Chaser Electronics 7 
Decals Unlimited, Inc. 22 
C.A Geers Co., Inc 13 
Grayson County College 7 
A. Isaac Pianos 37 
I. Jacoby 8,36 
Kawai America Corp. IBC 
Lee Music Mfg. Co. 8 
Lunsford-Alden Co. 3 
New England Conservatory 31 
North Bennet Street School 28 
Pacific Piano Supply 14 

Randy Potter School 3 
Pro Piano 36 
Renner 39 
SchaIfPiano Supply 1 
Schroeder’s Classic Carriage 7 
Joe Sciortino 9 
Shenandoah College & Conservatory 9 
O.E. Shuler Co., Inc. 7 
Superior Tapes 37 
Tuners Supply 3 
The Vestal Press 8 
Western Iowa Tech 23 
Wholesale Piano Co. 8 
Wurlitzer BC 
Young Chang America 495 
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GRAHAM ANDERSON, Piano 
Rebuilding and Repair, 3632 Fern- 
way Drive, Montgomery, AL 36111. 
20 years’ experience with Steinway - 
London. Specializing in replacement 
of action rails, Also available GENU- 
INE IVORY KEY TOPS replaced. 
Call or write for free estimates. (205) 
284.0197. 

SIGHT-O-TUNER SERVICE. 
Improve the accuracy of your tunings 
with a correctly calibrated SOT. Also 
do repairs and modifications. Richard 
Weinberger, 18818 - 142nd Drive, 
Sun City West, AZ 85375. (602) 583. 
6683. 

VICTOR A. BENVENUTO VIDEO- 
TAPES. PIANO TUNING AURAL/ 
ELECTRONIC...$175. The most accu- 
rate approach in fine tuning. KEY 
MAKING...$124.75. GRAND 
REBUILDING (2 tapes)...$225.75. 
Preparation, pinblock replacement, 
damper installation, restringing. 
GRAND REGULATING...$175.75. 
SOUNDBOARD REPLACE- 
MENT...$94.75. Ship old board - new 
board comes to you ready for installa- 
tion. Please specify VHS or Beta. All 
prices include shipping. THE PIANO 
SHOPPE, INC. 6825 GERMAN- 
TOWN AVE., PHILADELPHIA, 
PA 19119. (215) 438.7038. 

THE GUIDE. $10. The Piano Techni- 
cians Guide. A job time study and work 
guide. Revised and printed to fit a 
pocket. Newton J. Hunt, 3253 Lock- 
moor, Dallas, TX 75220. (214) 352. 
6846. TX residents add appropriate 
sales tax. 

KORG AT-12 AUTOCHROMATIC 
TUNER, Play instrument; tuner shows 
note, octave, cents sharp or flat for 
seven octaves: C = 32.70 Hz to 
B = 3951.07 Hz. Plays four octaves: 
C = 65.41 Hz to B = 987.77 Hz. Cali- 
brate A = 430-450 Hz. Batteries, AC 
adaptor, earphone, case, year warranty, 
1 lb. Introductory offer: $135 postpaid 
($190 list). Song of the Sea, 47 West 
Street, Bar Harbor, Maine 04669, 
(2071 288.5653. 

KEY BUSHING SUPPLY COM- 
PANY - take the guesswork out of 
rebushing keys. “BRASS-CAULS” are 
accurately machined in six standard 
sizes to handle most instruments. 
“BRASS-CAULS” are $52.50 plus $2.50 
shipping. Call or write for complete 
price and application list. Also avail- 
able - 4.page instructions “A Factory 
Method For Rebushing Keys”. Lifetime 
investment. PETER W. GREY RTT, 
PO BOX 56 KINGSTON, NH 03848. 
Tel. (663) 642.3633. 

COMPLETE HOME STUDY 
COURSE in Piano Tuning, Regulat- 
ing, and Repairing. Write or call for 
free brochure. Aubrey Willis School 
301 W. Indian School Road, #B-l11 
Phoenis, AZ 85014, Phone: (3051299. 
3696 or (602) 266.1640. 

NEW SOUNDBOARDS MADE 
FOR YOU. Ship old board. New 
board comes to you ready for installa- 
tion. Send for instruction on: Victor 
Video Tape, $94.75. Victor A. Ben- 
venuto, 6825 Germantown Avenue, 
Philadelphia, PA 19119. (215) 438. 
7038. 

A CAREER in Band Instrument 
Repair or Piano Tuning and Repair can 
be yours! Enroll in Western Iowa Tech 
Community College’s programs and 
develop skills from tuning to rebuilding 
pianos, or overhauling and repairing 
brass and woodwind instruments. Spe- 
cially designed facilties include individ- 
ual work stations and up to date 
equipment. In state tuition is $270.00 
per quarter; out of state tuition is 
$540.00 per quarter. Most students 
qualify for in state tuition by the sec- 
ond quater. Employers: contact our 
placement office about availability of 
graduates. For more information, con- 
tact Admissions Office, PO Box 265, 
Sioux City, IA 51102 or call (712) 
276-0380 collect. 

KEY RECOVERING MACHINES. Send 
stamped S.A.E. for current prices and 
description. SOLENBERGER PIANO 
SERVICE, 1551 LYNN CT., SANTA 
ROSA, CA 95405. (707) 542.1756. 

OPPORTUNITY FOR BUSINESS 
ENTERPRENEUR.Wise Investment 
in an established tuning and repair 
business with over 1,000 clients will 
yield a lucrative profit. Servicing Roch- 
ester, MI, and surrounding Oakland 
County areas which have the highest 
growth rate in the Detroit Metropolitan 
area. Only qualified buyers need con- 
tact Rose Winstanely, 3323 Brook- 
shear Circle, Auburn Hills, MI 
48057; phone (313) 373-3266. 

HARPSICHORD AND FORTEPI- 
AN0 PARTS and kits, original fac- 
tory materials from the finest early 
keyboard suppliers in the world. Also 
Troubleshooting and assistance to fel- 
low RTT’s on harpsichord problems. 
Authorized Zuckermann Agent. Low- 
est Factory Direct Prices - buy from 
the source. Catalogs, price lists free. 
Yves A. Feder RTI’, Harpsichord 
Workshops, 2 North Chestnut Hill, 
Killingworth, CT 66417 (203) 663. 
1811. 

NILES BRYANT OFFERS TWO 
HOME STUDY COURSES: Elec- 
tronic Organ Servicing: Newly 
revised. Covers all makes and models 
- digital, analogue, LCI’s, synthesiz- 
ers, etc. Piano Technology: Tuning, 
regulating, repairing. Our 87th year! 
Free booklet: Write or call NILES 
BRYANT SCHOOL, Dept. G, Box 
20153, Sacramento, CA 95820 - 
(916) 454-4748 (24 hrs.) 

KNIGHT PIANOS from $3950.00 
(NEW). THE ORIGINAL. HAND- 
CRAFTED IN LONDON. Respected 
internationally as one of the finest 
pianos made. These pianos RETAIL in 
the $S,OOO.OO range. Special prices for 
quantity purchases quoted upon 
request. WARFIELD PIANO SALES 
& SERVICE. 821 KENT AVE. 
BALTO., MD 21228, (301) 377.8880. 
Call collect. 

STROBO-TUNER ST-11 Six years 
old. Never abused. Used little $235.00. 
Schaff rosewood extension lever $30.00. 
Grand action model from Apsco. Like 
new $175.00. Player actions 82 parts. 
SASE with needs to: Resurrection 
Piano Service, RD #I, Box 48A1, 
Johnsonville, NY 12094, (518) 663. 
8842. 

JOHN TRAVIS PUBLICATIONS 
going out of business. “A Guide To 
Restringing” for sale by the book or by 
the dozen. Paperbacks each $16.50 
postpaid, hardbacks each $21.50 post- 
paid. Order now. No COD. Make check 
or money order payable to: JOHN W. 
TRAVIS, 8612 Carroll Ave., Takoma 
Park, MD 26912. 

JOHN TRAVIS PUBLICATIONS 
going out of business. “Let’s Tune Up” 
for sale by the book or by the dozen. 
Paperbacks each $17.50 postpaid, hard- 
backs each $20.00 postpaid. Order 
NOW. No COD. Make check or money 
order payable to: John W. Travis, 
8612 Carroll Ave., Takoma Park, 
MD 20912. “A Guide To Restringing” 
still available. See this month’s 
CLASSIFIED. 

CUSTOM REBUILDING of fine 
grands. Soundboards, pinblocks, action 
restoration or replacement, refinishing, 
etc. J. Krefting Pianos, PO Box 
16666, Ludlow, KY 41016. (666) 261. 
1643. 

FOR SALE - P.T. JOURNALS. 
1968 up to present. Any reasonable 
price. Shipping weight 70 pounds. 
Robert B. Shaw, R.T.T., Box 1323, 
Foley, AL. Phone (205) 943.2666. 
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PETERSON “450” STROBE TUNER 
perfect condition $200.00. Hale profes- 
sional extension tuning hammer 
$25.00. Robert Roll impact tuning 
hammer “Beautiful” $35.00. Gooseneck 
and student levers $5.00 and $10.00. 
Mehaffey beat simulator $35.00. (503) 
469-2837. 

52 Piano keys recovered - .050 - 
$40.00. .060 - $45.00. .075 with fronts 
- $65.00. New sharps - $30.00. 
Sharps refinished - $15.00. Keys 
rebushed - $45.00. New fronts - 
$20.00. Return freight paid with pre- 
paid order. Charles Wilson, 1841 Kit 
Carson, Dyersburg, Tenn. 38024. 

FOR QUICK SALE: Downtown store 
in downtown Palo Alto Calif. near 
Stanford University in the Heart of the 
Electronics, a low rent lease, by retir- 
ing (after stroke) German master piano 
maker, established here since 1961. 
Call (415) 321-6166. 

Modified Sight-O-Tuner w/case plus 
$40.00 manual. Tuner used about 20 
times. Cost $600.00 asking $500.00 
nego: Leonard Chiids, 7867 Lark 
Ridge, San Antonio, TX 78250, (512) 
647-3648. 

FOR SALE: MASON & HAMLIN, 
STEINWAY, BALDWIN, 6’ - 9’ 
Grands. Superb quality, excellent 
prices. PIANO FINDERS ADVICE 
HOTLINE, P.O. BOX 25814, PLEAS- 
ANT HILL, CA 94523 (415) 676-3355. 
Call or write. 

FIVE WILL GET YA TEN! I’m sell- 
ing at l/2 price a lot of 12 refinished, 
rekeyed uprights with benches (new). 
All action part replaced or repaired - 
action hammers sanded - bridle taped 
- great bargains. Your price $395. - 
oak, walnut, mahogany. Also grands 
for sale. IRWIN JACOBY, JAY- 
MART WHOLESALE, POB 21148, 
CLEVELAND, OH 44121. 

FOR SALE: Marshall and Wendell 
Model A Ampico player piano (grand) 
1926. Case & action meticulously 
restored by Piano Systems of Addison, 
Ill. The player was rebuilt by Pedals, 
Pumpers and Rolls of Elmhurst, Ill. 
Piano is now in storage, Bozeman, 
Montana. Asking price $10,000.00. 
Beautiful mahogany with gold trim. 
Double legs with artwork in between. 
Contact John S. Otto, R’IT, (312) 246. 
6443, Chicago, IL. 

Wanted 

KEYBOARD TECHNICIAN POSI- 
TION, 1-2 year appointment with pos- 
sible renewal. Half time position 

providing tuning and maintenance for 
over twenty performance and practice 
pianos for the arts at Dartmouth. Fur- 
ther opportunity to service pianos on 
campus and develop regional keyboard 
maintenance business. Documented 
completion of appropriate Bachelor 
degree or equivalent training; mini- 
mum five years of active experience in 
tuning, routine repair; experience in 
maintenance of concert instruments, 
minor and major rebuilding (including 
soundboard repair). Deadline extended 
to June 30. Send resume, references 
and salary requirements to: Professor 
SaIiy Pinkas, Music Department, 
Dartmouth College, Hanover, NH 
03755. 

I NEED PIANOS - grands, small 
verticals, players, mechanical devices, 
coin-oper. Bonus paid on art-case types. 
Call or write now. Put us on file. 1568 
South Green Rd., Box 21148, Cleve- 
land, OH 44121. (216) 382-7600. 

Revised Position Announcementi 
Supervisor of Piano Technology and 
Assistant Professor (Piano Technology), 
September, 1987 (or before, if possible). 
RESPONSIBILITIES: Assume respon- 
sibility for maintenance, deployment, 
and purchase recommendations for 
School inventory of pianos (approxi- 
mately 250, including 100 “grands”). 
Supervise technology staff. Concert 
tuning/regulation/voicing will require 
some weekend and evening work and 
travel between various University 
buildings. Teach courses in piano tech- 
nology. QUALIFICATIONS: Required: 
Bachelor of music degree; “Craftsman” 
level membership in Piano Technicians 
Guild; at least ten years of experience 
in piano technology, including prepara- 
tion for major professional concerts. 
Preferred: Degree in piano perform- 
ance; advanced degrees in music; Certi- 
fied Tuning Examiner (“C.T.E.“) status 
in Piano Technicians Guild; employ- 
ment as tuner-technician at a school/ 
department of music, including super- 
visory responsibility. RANK AND 
SALARY: This is a hybrid appointment 
as staff (Supervisor of Piano Technol- 
ogy, approximately 70%) and faculty 
(Assistant Professor, approximately 
30%). Salary will be determined by the 
education and experience of the candi- 
date chosen, and will be supplemented 
by excellent fringe benefits (various 
insurances; retirement program; etc.) 
amounting to a University contribution 
of 24% beyond the base salary. TO 
APPLY: Send resume and recommen- 
dations to: Morris Risenhoover, 
Assistant to the Dean, School of 
Music, University of Michigan, Ann 
Arbor, Michigan 48109-2085. DEAD- 
LINE: June 22, 1987 

PIANO TECHNICIAN - Full time 
staff position is anticipated at the Uni- 
versity of Georgia. Salary negotiable, 
excellent benefits. For more informa- 
tion call Joan Benca (404) 542-2711, 
School of Music. An EEO/AA 
Institution. 

MASON & HAMLIN GRAND 
WANTED. Will purchase used Mason 
& Hamlin Grands, any age or condi- 
tion, for re-building in our factory. 
Contact: GARY GREEN, SOHMER & 
COMPANY, IVORYTON, CT 06442. 
(203) 767-2675. 

Up To $1000.00 Finder’s Fee will be 
paid for successful purchase of a Mason 
and Hamlin Ex-Player. I have mecha- 
nism to install. Pls call collect (317) 
259-4307 or evenings (317) 849-1469. 
Jim Brady 4609 Cranbrook Dr., 
Indpls., IN 46250. 

DEALERS WANTED. Attention PTG 
members. Sounds Alive Systems, Inc. 
continues to seek your support for the 
Pomber Memory Replay Organ. Fea- 
turing stretch tuning to promote artis- 
tic creativity and keyboard dexterity, 
the organ features the fastest key 
replay system on the market. Write to 
Sounds Alive Systems, Inc., P.O. 
Box 5546, Sault Ste. Marie, MI 
49783. 

Miscellaneous 

THE RANDY POTTER SCHOOL 
OF PIANO TECHNOLOGY - a 
complete course for beginning and 
intermediate students, in piano tuning, 
repairing, regulating, voicing and busi- 
ness practices. Top instructors and 
materials. Call or write for informa- 
tion: RANDY POTTER, RTT; 61592 
ORION DRIVE; BEND, OR 97702; 
(503) 382-5411. See our ad on page 3. 

SIGHT-O-TUNER MODIFICATION. 
Bourns Knobpots are not enough. 
Exclusive Internal Error Compensation 
is necessary for truly accurate modifi- 
cation. Factory re-calibration and 
repair procedures available. Sales - 
modified or stock, new or used. Work 
endorsed by the inventor of the Sight- 
O-Tuner, Albert Sanderson. Also, 
SANDERSON ACCU-TUNERS from 
Authorized Distributor. The most accu- 
rate and advanced tuning aid avail- 
able. Tuning lever note switch for 
Accu-Tuner $20. Sight-O-Tuner service 
still available to Accu-Tuner and pre- 
vious Sight-O-Tuner customers. 
Repairs to new customers by appoint- 
ment only, please. Rick Baldassin, 
2684 W. 220 North, Provo, UT 84601, 
(801) 374-2887. Solving your pitch 
problems since 1981. 
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ccvc7e don% have problems with 
sticking actions on 
Wmlitzer Pianos? 

Al Fisher-piano technician 
and teacher. 

At Interlochen Center for the Arts, Al Fisher 
makes sure the pianos are in top condition for 
students and performing artists. That might 
look like a formidable job, especially when 
you consider that most of 
the pianos used during the 
famous National Music 
Camp are in lakeside 
buildings where temperature 
and humidity change 
constantly. But Al Fisher 
will tell you that it’s “easier 
than you might think” with 
Wurlitzer pianos.. . because 
Wurlitzer actions are 
manufactured with 
uncommon precision. 

Naturally, he appreciates 
that. But he also appreciates 
the extra service that Wurlitzer provides piano 
technicians. For example, the videocassette that 
shows how Wurlizter pianos are built. Al Fisher 
uses it regularly in the piano tuning classes he 
teaches at Interlochen. “I use it with all my 
students. It’s well done.” 

People like Al Fisher appreciate Wurlitzer, because 
we keep the technician in mind when designing 
pianos and establishing service programs. And that 
makes the technician’s job a little easier. 

WURLITZER 
DeKalb, Illinois 60115 
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Class Planned For Toronto Teachers 
Dick Bittinger 
Receives First 

Fern Henry Pauline Fox. Then, a slideshow of a 
Teacher Relations Committee factory tour will show the construc- 

Sierota Award tion of a piano from start to finish. 
Music teachers in Toronto The conclusion of the morning 

will be invited to attend a day of seminar is a discussion and exami- 
classes designed especially for them nation of piano parts and action 
at our annual convention in July. The 

There were few dry eyes at 
models. After the lunch break and a 

Toronto Chapter and the Teacher look at the exhibit, teachers will hear 
the Pennsylvania State Convention Relations Committe are jointly spon- 
banquet as Pat Sierota presented Dick 

Ray Anderson of Toronto present a 

Bittinger with the first Walt Sierota 
soring the program, which will be program on “Historical Temper- 

Commemorative Award. 
offered on Wesdnesday, July 22, and aments” using a local artist as 

Why would Dick be the 
repeated on Thursday, July 23. featured performer (1:30-2:30 p.m.) 

The program will be in two The class content is aimed at 
recipient of the award? 

Many times these two 
parts: in the morning (g-11:15 a.m.) teachers, and teachers will be given 
Pauline Fox and Fred Fomwalt of the 

argued with a passion. I remember 
priority in seating. However, because 

Pennsylvania State Teacher 
once when they were going at it, 

50 many technicians have requested 
Relations Committee will give a three- 

someone made the statement “How 
ideas for teacher-oriented programs, 

part class. First, the effects of 
can they say these things to each 

we will welcome PTG technicians to 
regulation on performance are 

other?’ Bert Sierota just looked at me 
attend on a space-available basis. 

demonstrated by pianist-technician 
and winked, and we explained that 
this would all blow over and every- 
thing would be back to normal. 

How could this relationship 
exist? Walt and Dick shared a com- 
mon love, the Piano Technicians 
Guild. They respected each other’s 
dedication to the Guild and could look 
beyond their differences. 

Maybe there’s a lesson in 
there for the rest of us. You only get 
out of something as much as you 
give. Walt and Dick had a friendship 
few can equal. Why not get involved 
with the Guild and see what can 
happen to you? It gave Dick great 
pleasure to receive the award. It 
occupies a prominent place in our 
office, just as Walt occupied a 
prominent place in our hearts. 
Thanks to the Philadelphia Chapter 
and the Sierota family for the 
privilege of receiving this award 
given for outstanding service. Dick Bittinger receives the first Walt Sierota Commemorative Award 

- Celia Bittinger from Pat Sierota at the recent Pennsylvania State Converence. 

Pm1 
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A Word About ‘The Film’ 

Ben McKlveen 
Member, Film Committee 

Last year at the Council 
meeting in Las Vegas, the Cincinnati 
Chapter proposed the development 
of a publicity film for FYI’G. Council 
voted in favor of producing this film 
and at the close of last year’s 
convention, hopes were high that the 
film could be shown at the 
convention this year in Toronto. 

This will not be possible. 
Various factors have conspired to 
keep this project nailed down on the 
drawing board. While many of the 
members are in favor of this project 
and are enthusiastically awaiting its 
completion, there is enough negative 
feedback to cause the committee to 
feel that a new vote of confidence 
from Council is advisable. 

For those who have not been 
following the project, I will review 
the purposes of this film. It will 
replace (or augment) the film “The 
Music of Sound,” which the Guild 
produced 15 or 20 years ago. That 
film is dated and says little about our 
organization and its work today. 

The new film will attempt to 
address the public with the message 
of what I call the three I’s -Image, 
Information and Invitation 

Image: When I was 
approached first to consider a career 
in piano technology, I declined, in 
spite of the fact that the education 
that I was to have received was free, 
through the courtesy of the U.S. 
Army. My image of the profession 
was “only drunks and very old men 
were piano tuners.” When I actually 
did enter the field nearly 40 years 
ago, I still wasn’t convinced that my 
image was wrong! Today, we have 
hundreds of highly trained, college- 
educated, articulate, knowledgeable 
people in our craft. We have a 
“Guild,” in the true sense of the word. 
It helps train and test its members 
and the members are concerned 
about the level and caliber of 
rraftsmanshi in their ranks. This 
message nee B to be promoted. 

Znfirmutin: The film will be 
informative about pianos, how they 
work and why they need service. It is 
necessary that the piano-owning 
public be aware of other needs 
besides tuning and that tuning does 
not solve all the problems. 

Znvitatwn: Toward the end 
ofthe film, the public will be invited 
to remember who we are, why we 
exist, and they will be encouraged to 
seek out our members to service their 
pianos and to have confidence in our 
skills and integrity. 

We have a committee of 

talented and dedicated people who 
have given a great deal of time to this 
project so far. We have been working 
hard to find just the right way to 
present these ideas on film. We have 
tried and rejected dozens of ideas and 
combinations of ideas that have 
proved unworkable. We are now at a 

int where we think that we have a 
r ormat that will achieve our goals. 

In July, at this year’s Council 
meeting, we will resubmit our 
proposal for your consideration. If 
we are successful, we hope to have 
for you a film and a companion video 
which TV stations can show and 
which chapters and individual 
members can obtain for a reasonable 
price. Then, we can spread the word 
about who we are and why we exist. 

Proposal For Piano Technicians Film 

History 
In the spring of 1985, the 

Cincinnati Chapter became aware of 
the need for a film to promote P’IG. A 
committee was appointed to 
investigate the idea. The proposal 
was presented to Council in July of 
1986. It was voted upon and passed. 
The goals were as follows: 

Goals 

1. The primary goal of the film will be 
to promote the Piano Technicians 
Guild and its members. 
2. The secondary goal of the film will 
be to educate and encourage piano 
owners and future owners in the care 
and maintenance of their pianos. 
3. The underlying focus will be 
quality sound comes from a quality 
product with quality maintenance. 

Benefits to PTG Members 

1. Customers will have a more posi- 
tive attitude toward establishing a 
regular maintenance schedule. They 
will welcome and appreciate enter- 
taining information. 
2. It will be an excellent visual aid in 
speaking before groups of teachers, 
students, new piano purchasers, the 
public in general and/or public- 
access channels of cable TV, cus- 
tomers in their homes, NAMM shows, 
as a joint educational program with 
dealers in stores and outside exposure 
such as fairs and home and garden 
shows, etc. 
3. It will present a positive image of 

Since last July the committee 
has worked on developing an outline 
for such a film. The following would 
be produced as a film and/or video of 
about 18-22 minutes in length. A 
shorter version could also be made. 

The Unseen Artist 
The Cast 

The technician/narrator; a 
young student and two parents; a 
concert pianist; a seminar/class of 
piano teachers; and a seminar/class 
of piano technicians (possible). 
The Basic Concept 

There would be four 
(possibly five) basic settings, one of 
which would be seen twice, at the 
beginning and the end. In each scene, 
the technician will cover some aspect 
of the role of the technician and/or 
the inner workings of the piano. The 
technician would sometimes talk 
directly to the audience. The techni- 
cian should appear trustworthy and 
knowledgeable but not condescen- 
ding. The settings would be the techni- 
cian at a piano introducing himself 
and the Guild and discussing the com- 
plexity of the piano and its need for 
care. The second setting would be in 
the home with child and parents with 
information about placement and 
maintenance. The third would be pre- 
concert work discussing more subtle 
aspects such as voicing. A fourth 
setting would show the technician 
conducting a seminar for teachers, 
presenting additional information 
and a fifth could show the technician 
in a Guild ongoing education setting. 
Then it would return to the original 
setting for closure. 

The committee would 
appreciate any additional input 
concerning the film. Comments can 
be given to Regional Vice Presidents 
and/or the committee. We do thank 
you for your responses and look 
forward to hearing from you. 

-Ben M&been, Committee 
member 

Chair: Ellen Sewell 
Co-Chair: Tom Jones 
Ronald L Beny, Barry Heismann, 
David Jackson and Joe Lerant 



Certified Tuning Examiners List Revised 

From the Examination and 
Test Standards Committee comes this 
updated list of Certified Tuning 
Examiners. This list replaces the one 
which was published in the recent 
membership directory. 

Northeast Region 

010 - Western Massachusetts, 
Richard Loomis 
John E. Stebbins 

021 -Boston, MA 
Christine Lovgren 
Albert E . Sanderson 

031 -New Hampshire, NH 
Peter W. Gre y 

060 -Montreal, PQ 
Marcel Carey 

061- Ottawa, ON 
David H. Morgan 
Robert &nit 

062 - Toronto, ON 
John E. Lillico 

064 - Connecticut 
Charles P. Hubert 
Bruce A. MacLeod 
Kenneth L. Strick 
Christine S. Towne 
Ray E. Zeiner 

078 -New Jersey, NJ 
Charles P. Willis 

101 - New York, NY 
Michael Miccio 

111 -Long Island, Nassau, NY 
Stuart I. Fischer 

117-LongIsland, Suffolk, NY 
Eli Lee Dobrins 
Edward D. Dowling 

122 - Capitol Area, NY 
Evan Tublitz 

131 -Syracuse, NY 
Paul J. Simkin 
Kenneth A. Williams 

139 -Southern Tier, NY 
Kenneth R. Walkup 

142 -Buffalo, NY 
Charles R. Erbsmehl 

151 -Pittsburgh, PA 
Robert W. Wagner 

166 - Central Pennsylvania, 
William A. Hocherl 

191 -Philadelphia, PA 
Hilbert S. Felton Jr. 

195 - Reading-Lancaster, PA 
William H. Keller 
Shawn L. Peck 

Southeast Region 

201- Washington, D. C. 
Ruth A. Jordan 
Michael R Travis 

212 -Baltimore, MD 
Patrick L. Stone 

223 -Northern Virginia, VA 
David H. Frease 

1 240-Roan&e, VA 
Ernest B. Bremner 

274 -Central North Carolina, 
Ralph L. Caskey 

301 -Atlanta, GA 
Larry B. Crabb Jr. 
Donald A. Strong 

799 -El Paso, TX 
W. Dean Baker 

Central East Region 

327 - Central Florida, FL 401 -Louisville, KY 
Robert V. Car-r Stephen J. Presley 

331 -South Florida, FL 
Larry J. Wicksell 

335 - Samsota-Ft. Myers, FL 
Roberta D. Jacobs 

337 -Southwest Florida, FL 
John C. Phillips 

381 -Memphis, TN 
Matthew R. Grossman 
Asa Wilkerson 

South Central Region 

701 -New Orleans, LA 
Lloyd T. Cotten 
Joe R Helmer 
Nolan P. Zeringue 

713 -North Central Louisiana 
Elizabeth E. Ward 

752 -Dallas, TX 
W. Jesse Lyons 
Kerry M. Symes 

761 -Fort Worth, TX 
Terry S. Randolph 
Gary R. Shulze 

763 - Texoma, TX 
Jimmy C. Gold 
Bruce D. Hale 

767-Heart of Texas, TX 
Danny L. Boone 

771 -Houston, TX 
James B. Geiger 
Robert W. Lee 
Lee A. Manschreck 
Vernon P. Williams 

784 - South Texas, TX 
Lawrence T. Goetsch 

787-Austin, TX 
Karla Pfennig 

791 -Northwest Texas 
Herman Boone 

405 - Blue Grass, KY 
Clair L. Davies 
Nevin E. Essex 

441 -Cleveland, OH 
Kevin M. Leary 

445-Youngstown, OH 
Clarke M. Houser 

452 - Cincinnati, OH 
Michael J. Wathen 

461 -Indianapolis, IN 
Ronald L. Berry 
C. Guy McKay 

481 -Detroit-Windsor, MI 
Hugh B. Gulledge 

Continued on next page 



CTEs.. . 

Steven E. Hornbeck 

486 - Midland, MI 
Paul R. Schoelles 

489 -Lansing, MI 
Dale E . Heikkinen 
Les 0. Jorgenson 
Thomas McNeil 

600 - Waukegan, IL 
Richard B. Quint 

601 -Chicago, IL 
Mark E. Foss 

625 - Central Illinois, IL 
John H. Baird 

Central West Region 

001 - Calgary, AB 
Ray Hopland 
Alfred E. Jeschke 
Otto R. Keyes 

511- Siouxland, IA 
Gracie L. Wagoner 

553 - %in Cities, MN 
Mark E. Bunker 
Robert M. Humphrey 
Ralph W. Kratzer 
Jonathan C. Nye 
Richard G. Raskob 
William C. Sadler 

631 -St. Louis, MO 
Elizabeth A Baker-Goddard 
Ray T. Bentley 
Willem Blees 

641 -Kansas City, MO 
Stephen D. Berg 
H. Dean Garten 

671 -Wichita, KS 
Marty A. Hess 
Kent E. Swafford 

683 -Nebraska, NE 
Robert W. Erlandson 
Clarence P. Stout 
Richard E. West 

803 - BOU~C~F, CO 
Christian Finger 

I Western Region 

011 -Vancouver, BC 
T.C. Halleran 
Karl Verhnjak 

013 -B.C. Coast and Inland 955 -Redwood, CA 
Allan J. Laity Daniel S. Gumee 

841 -Salt Lake City, UT 
Walter L. Winters 

846 - Utah Valley, UT 
Rick L. Baldassin 
M. Jack Reeves 

I 851 -Phoenix, AZ 
James W. Coleman 

In Respectful Memory... 
985 - Puget Sound, WA 

I Wayne 0. Matley 

Robert A. Burton 
Michael D. Reiter 

I Paul Graeber of the Santa Mr. Burton lived in Kirkland, WA, 
Clara Valley, CA, chapter, sent in where he worked as a shipwright, 992 -Eastern Washington, WA 

additional information to supplement building destroyers for the U.S. Navy. Thomas A. Kuntz 

the hurriedly prepared material “Besides his wife, Mr. Burton I 
I which appeared in last months is survived by a son, Robert D. 

JOUF~. “He was a generous and Burton of Bellevue, WA; a stepson, 
kind man. I, for one, will miss him,” Michael S. Otis of Renton, WA, a 

Chapter Mailing 
wrote Graeber. 

“Mr. Burton learned piano 
tuning from his father in Cody, WY, 
where Mr. Burton was born. But he 
started out in a different career 
teaching mathematics and manual 
arts in public schools. He later was 
school principal and aband and choir 
leader in a number of Nebraska and 
Kansas towns. 

t 

“During World War II, 
1 1 

stepdaughter, Patrice J. Burnett, of 
Redmond, WA, six grandchildren 
and one great-grandchild. 

“Surviving brothers and 
sisters include James Burton, of Cle 
Elum, WA; Riley Paul Burton, of Los 
Angeles; Hazel Trotter, of Port 
Townsend, WA; Esther Staley, of 
Kirkland, WA; Mary Douglas, of 
Manhattan, KS; and Nicky Coulter, of 
Albany, OR.” 

I 981 -Seattle, WA 
Edward J. McMonow 

The May mailing to chapter 
presidents included a Council Agenda 
Book, information on convention and 
council activities, notification that 
chapter dues reimbursements have 
been mailed, listings of chapter 
officers and a message from Chapter 
Management and Achievement 
Committee Chairman Dale 
Heikkinen. 

857 - Tucson, AZ 
Robert A. Anderson 

901 -Los Angeles, CA 
Allan 0. Gate 
Teri L. Powell 

921 -San Diego, CA 
Mark Adams 
Brian S. DeTar 

926-Orange County, CA 
Steven F. Sherlock 
Randall c. wo1tz 

931 -Santa Barbara, CA 
John B. DuBois 

941 -San Francisco, CA 
Michael A. Kimbell 

945 - Golden Gate, CA 
Sidney 0. Stone 

951 -Santa Clam Vallq, CA 
Thomas J. Gorley 

956- Sacmnaenta Valley, CA 
Kirk G. Burg&t 
Peter M. Clark 

1 Paul R. Magee 

971 -Portland, OR 
R. T. MacKinnon 
Donald A. Person 
Richard K. Wheeler 



Chapter News And Notes 

Dale Heikkkinen 
Chairman, Chapter 
Management And 

Achievement Committee 

Ottawa 
The March technical was an 

interesting presentation on upright 
dampers given by Paul Koktan. 
Convention-goers will have a chance 
to hear the same prepared program 
this year in Toronto. A record 
number of non-members and visitors 
attended this meeting. 

Washington, D.C. 
Pity the poor Steinway in the 

auditorium of the Hirshom Museum. 
It had (quite understandably) a minor 
breakdown Saturday afternoon, 
midway through the 41 minutes of 
Richard Wernick’s stormy, brilliant 
sonata “Reflections of a Dark Light.” 

Lambert C&is, the resident pianist 
of the 20th Century Consort, looked 
up from the keyboard and asked, “Is 
Dave Lamoreaux here?” As the 
piano technician of that name got up 
from his seat in the audience and 
rushed backstage for his kit of tools, 
C&is explained that two strings in 
his piano had snapped. “That totally 
incapacitated one note,” he explained, 
“so...I’ll be back.” Twenty-odd 
minutes of emergency service got the 
piano (through Nicholas Maw’s 
three “Personae”) shakily to inter- 
mission, when it received intensive 
care. Then it had to endure a four- 
handed assault from Stravinsky’s 
“Bite of Spring” in the second half. 
(Joseph McLellan, Washington Post, 
3/2/87) 

Richmond 
Piano service,“George C. Johnston 

“The statement has been made that 
the public should bs told to take care 
of their pianos, but were not told who 
was to tell them...” That has been my 
experience from working in the 
country, and, of course,we get all 
kinds of oianos out there. urincioallv 
mail ord& pianos. But, many 1 u 
salesmen will tell a customer that 
once in five years is enough. A 
woman told me that she had her 
piano for five years - a very ordin- 
arv uiano: she had been told that it 
w&Id not’ need tuning for five years. 
When it was six years old, it sounded 
just as good as when it was five years 
old and she did not think it needed 
tuning. She also said that a friend of 
hers had her iano for eight years 
and never ha 5 it tuned, and that if she 
commenced, she would have to have 
it tuned every year or two. People 
purchasing a piano should be told 
how to take care of them and what is 
necessary to keep them in good 

condition and that unless they do take 
care of them, they will not give satis- 
faction. (Excerpt from Piano Tone 
Building, April 3,1918) 

Western North Carolina 
Jeff Owens, along with his wife, 

teamed to create very distinctive and 
attractive stationery and envelopes 
for use by the chapter. The mast- 
head is in very pretty blue using the 
outline of the state with the Piano 
Technicians logo in the center. 

The May technical was at the site 
of Dampp-Chaser Electronics. Bob 
Mair was in charge of the technical 
and discussed the research results of 
their product lines. 

Southwest Florida 
Under “Afinacion y Beparacion,” 

only one tuner-technician is listed. 
Zara Smith, editor of the chapter 
newsletter, spent a week in Merida, 
Yucatan, Mexico. Merida is a very 
large city, the capitol of Yucatan, 
lying in the north west comer of the 
Yucatan peninsula. The temperature 
runs above 100 degrees most of the 
time, day and night. The humidity is 
unbelievable; very few places are air- 
conditioned. He visited all of the 
music stores in the city and there was 
not one visible piano; one store did 
carry Yamaha electric CLP 30 for 
2,495.OO; it was unclear whether that 
was pesos or dollars. 

Did you ever have a string fly 
across the altar as you were 
preparing a harpsichord for a 
concert? This might have been 
prevented if you had attended a 
demonstration on loo making and 
winding strings on a K arpsichord 
tuning pin. Knowing how to prepare 
and replace the plectrum could also 
be very helpful. In fact, you may 
have missed an excellent technical on 
harpsichord repairing and tuning by 
Ferdinand Pointer. He brought his 
own double manual in&rum&t 
which he built and uses as a rental 
instrument in the area. He has built 
several harpsichords and clavi- 
chords for sale and does rebuilding 
for patrons. His knowledge of the 
history of the instrument and its con- 
struction is “impeccable” writes Artie 
Smith. “His instruments are beauti- 
fully constructed and exemplify to 
the nth degree the original sound of 
early harpsichords. A name to keep 
in mind in the harpsichord world. 

Northwest Arkansas 
The March meeting was held at 

Pitts Piano Shop in Fayetteville, AR 
Mike Tocquigny presented a demon- 
stration on string splicing and Ted 
Pankey demonstrated temperament 

setting. Denele Campbell gave a 
report on the recent South Central 
Regional Spring Seminar in 
Oklahoma City. The eight-member 
chapter voted in favor of hosting the 
next Spring Seminar (1988) in 
Fayetteville. 

Dallas 
Aspects of opemting a business,” 
Thorn Tomko 

Learning to operate our business 
both professionally and ethically 
actually takes more time than the 
time spent learning to tune, writes 
Thorn Tomko. Chanter President. 

If you find a good instructor, have 
a good ear, and eagerness to do good 
work, you can learn to tune within a 
few years. But how many of us seek 
out professional help on how to run 
our business? We are all indeoen- 
dent business-people trying to&make a 
living and therefore, need to know as 
much about running our business as 
possible. Let’s start with the first step 
in building a business, customer calls. 

Your telephone response must not 
be overlooked. When a call is left 
inquiring about your service, a 
prompt callback should be your first 
order of business. I make my calls as 
soon as I come home. Do remember 
to be relaxed and pleasant. If you are 
uotirrht after workinn hard all dav. 
thenuwaiting until ev&ing to call” ’ 
back may be better. 

Find out the needs and require- 
ments of the customer and their 
piano. Give your standard tuning fee 
and introduce all information in a 
clear and concise way. 

Your basic tuning fee is for a piano 
in good working order that has been 
tuned on a regular basis. 

Ifit is a piano that has not been 
regularly serviced at least once or 
twice a year! then there is the possi- 
bility of additional tuning work and 
therefore a higher fee. Most people 
understand that if they were negli- 
gent of proper service, their instru- 
ment may need more than the usual 
simple tuning. I tell my customers 
that this can onlv be evaluated at the 
piano and we can’discuss the matter 
when I arrive on the scene. 

Don’t argue with customers who 
are only willing to spend the price of 
a standard tuning. If you feel that 
you can’t ethically do the proper job 
needed on their piano with such 
monetary restrictions, then refer 
them to someone else. Remember, 
not everybody’s budget can meet 
their needs. 

“Shop notes, “Walt Connell 
Do you use sandpaper strips for 

sanding hammers? 

Continued on next page 
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If so, I’m sure that you’ve had a 

problem with your hands cramping 
after 20 or 30 hammers. Holding the 
strips between the thumb and fore- 
finger gets to you, no matter how 
strong your hands are. I get around 
this problem with a simple tool that is 
always around, our old friend the 
visegrip pliers. The standard size is a 
little large and heavy for the job, but 
the small four-inch grips are just 
right. Clamp your sandpaper strip 
between the jaws and you have a 
handle large enough to get a good 
grip without cramping your hands. 
Yes, the strip will break occasionally, 
but if you back the sandpaper with 
tape, it will not happen often enough 
to beirritating. 

There are times when one is obli- 
ged to remove a great deal of felt 
from hammers because: a. they are 
badly damaged from wear, or b. they 
are new and fluffy from the press. I 
like to avoid using a mototcol and 
guide whenever I can, but removing 
a lot of felt with standard 80-g& 
papers can take forever; 60-g& paper 
tears and fluffs the felt more than I 
like. I find that 80- and 100-g& floor 
sanding paper removes a lot of felt in 
a hurry. Once the hammer is close to 
the size and shape I want, I can start 
filing with 80-grit garnet or silicon 
dioxide paper as I normally would. 
Floor sanding paper is available in 
rolls at most hardware stores and 
lumber yards, usually sold by the foot 
and by the roll. 

Columbus 
“For inquiring minds,” by Thomas 
Harr 

Why were so many upright piano 
actions made in the ‘teens and 
twenties by Strauck Bros., Sterling, 
Seavems, -and others so often 
orominentlv labeled “French 
iepeating a&ion” on the hammer rail? 

The upright piano action, as we 
now have it, was invented by an 
Englishman, John Womum, about 
1820 and was known as the “tape- 
check action” (because the back-catch 
was rather rudimentary). As it 
happened, vertical pianos failed to 
develop much in Britain for several 
decades thereafter. In France, 
however, a small vertical piano was 
just what was needed for the avail- 
able space in the urban apartment 
dwellings then being constructed. 
There being too little room for mas- 
sive square pianos or grands, the pro- 
duction of “pianinos” and “cottage 
pianos’ took off and Wornum’s action 
was developed and refined to its 
present-day form by French piano 
makers. Meanwhile, back in Blighty, 
the makers of uprights wasted their 
efforts on such lost causes as the 

a”sticker” and ‘loop-and- spring” 

actions that we find in the occasional 
imported “bird-cage” piano (actually 
the term “bird-cage” refers to over- 
dampers and not to the piano action 
itself. 

When American manufacturers 
finally gave up on the square piano 
as a mass-market instrument and 
began to produce uprights, they sen- 
sibly ignored the English vertical 
actions and either imported (from 
Herrburger in Paris) or directly 
copied the French version of 
Womum’s action, including the “tape- 
check.” Hence, ‘French (patent) 
Repeating Action.” 

Cincinnati 
“An interesting event, ” by Ben 
McKlveen 

It happened in December. A 
pianist came into town to play a 
Christmas concert and he knew 
exactly what he wanted in the piano 
he was to play. Let me explain. On 
December 20, George Winston, a jazz- 
folk-pop-rock-gospel fusion player, 
came to Cincinnati to play a concert 
at the Taft Theater. He is a good 
pianist and a knowledgeable one as 
well. 

What was amazing was the fact 
that I received a 2 l/2 page directive 
called “The George Winston Concert 
Piano Information Sheet.” It stated 
the place and date of the concert, the 
date the piano was to be delivered, 
sound check time. and show time. It 
specified tuningsat 3 p.m., 6 p.m., and 
9p.m. Thepianotobeusedwastobe 
a Steinway D and was to have an 
“adjustable” artist bench with it. The 
desired piano was described as “best 
available and in top condition.” All 
necessary work to put the piano in 
top condition should be done the day 
before the concert. 

There followed two pages of out- 
lined instructions about every pos- 
sible detail and requirement for the 
concert: 

1. Position of the piano on stage 
and its arrangement (top up, music 
desk out, etc.) 

2. A paragraph devoted to the 
bench (sits level. no seat or floor 
wobble, no creaks - any problems: 
replace the bench!). 

3. A paragraph on tuning. 
4. A sentence on pedal workability 

stressing noise elimination. 
5. A special mention of soft pedal 

adjustment assuring that no hammer 
would hit the next note above. 

6. Voicing requirements, no buzzy 
notes. 

7. Action should be neither too 
light nor too heavy. 

8. Along paragraph on specific 
voicing requirements, stressing 
voicing evenness when soft pedal is 
engaged. 

9. Bequest for maximum repetition 
in top half of keyboard. 

10. A reminder for a tuning check 
(especially unisons) one-half-hour 
before house opens. 

11. Stated requirement that the 
technician was to stay until inter- 
mission and do a tuning check at that 
time, and check with the artist for 
any other corrections that may be 
necessary. 

12. A statement that the artist will 
leave a note concerning any neces- 
sary changes after his rehearsal, and 
the promoter will be in touch with 
the technician on the day of the con- 
cert to see that these requests are 
implemented. 

I write about this information sheet 
for several reasons. Aside from the 
fact that the artist was “blowing 
smoke” about a couole of items (for 
example, the request for key weight 
“not too heavy or too light”), the 
requests were reasonable and catered 
to the specific desires of George 
Winston. He pot local manaeement’s 
attention with the request sheet. 
While it was not written by a techni- 
cian in precise technical language, it 
was specific enough to get the job 
done and was comprehensive. 

I am sure that if the artist was 
playing in Podunk, he might have to 
accept the local high school auditor- 
ium grand, whatever it may be, but 
the piano information sheet and the 
producer’s attention to detail would 
lend a lot of clout toward getting that 
piano in good shape for a concert by 
George Winston. 

Finally, if the specifically personal 
voicing requests were removed, the 
sheet made a good check list for the 
service requirements of any piano. 
Who of us would be unhappy if we 
had a solid, level bench to sit on and a 
piano that was well tuned, voiced 
evenly, whose pedals worked (noise- 
lessly), and the action was adjusted 
to give wonderful repetition? Not 
me! I enjoyed preparing the piano 
for this artist and I carried awav a 
general outline to use for any p&i0 
that1 service. 

Detroit 
“On playing the piano, ” Hugh 

Gulledge 
I am sure that many of you have 

found, as I have, that customers 
often ask the question, “Do you play 
the piano?” Many times, when I 
answer that I do, the customer expres- 
ses great relief saying, “the last guy 
only knew a few chords!” Even 
though I always try to smooth things 
over by saying that there are many 
very fine technicians who do not play 
the piano, still I feel that, as profes- 
sionals, we need to understand our 
instrument from a player’s perspec- 
tive as well as from a technician’s 
perspective. 

Continued on nt~ page 
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First of all, the better we are able to 

play the piano, the more easily we 
are able to understand what our 
customers are trying to tell us when 
they are trying to describe some 
problem. In addition, being able to 
play the piano enables us to feel and 
hear how a piano actually rforms 
under playing conditions. Kit3 
‘performance testing” will help us in 
working with a particular piano to 
evaluate tone, evenness of touch, and 
balance. It may even show up prob- 
lems which might otherwise have 
been undetected. 

In light of this, I myself have begun 
to once again take piano lessons, and 
I am really enjoying it. Not only does 
being able to play the piano well help 
us in our work, but it also serves to 
build our customers’ confidence in 
our abilities. We technicians are 
always looking for ways to improve 
our technical skills - we attend sem- 
inars on bending damper wires, 
bushing keys, regulating actions, etc. 
I think that improving in proficiency 
as a pianist should be added to the 
list. So, if you are not already doing 
so, start practicing on a regular basis, 
maybe even start taking pi-an0 les- 
sons and be serious about it. You will 
be glad you did. The piano is a 
marvelous instrument and can be a 
source not only of our livelihood but 
also of great enjoyment and 
satisfaction. 

Chicago 
‘krioma, ” by Brian Mott 

The tool you have inadvertently 
left on your workbench will be 
absoluiely required on your first 
outside call of the dav. 

TrafIlc congestionlncreases 
proportionally to how far behind 
schedule you are. 

You will encounter a cabinet 
design you have never seen before, 
and will not able to open. The custo- 
mer will then ask if you mind if they 
watch while you work. 

If there is only one loose screw 
making noise on a drop action, it will 
be a wippen screw. 

The worse the condition of a night 
club piano, the greater the likelihood 
you will not be paid. 

And finally, since it’s that time of 
year, if you have any money left 
over, you have underpaid your quar- 
terlv estimated taxes. and will be 
pen”&lized. 

I 

Central Illinois 
On January 30 and 31 st, the chap- 

ter had a booth in the exhibit hall at 
the Illinois State Convention in 
Peoria. Seven members contributed 
their time and felt that the experience 
was useful, enjoyable, and not really 
all that much trouble, writes Cindy 

Strehlow. The chapter spent about 
260.00. The handouts of R’ITs in 
Illinois was used extensively. 

“We handed out pamphlets to 
people who murmured ‘yes’ to ‘do 
you have a piano? she wrote. “that 
was a good question, as you don’t 
have time to ask anything else of 
people who are moving from one 
booth to another. 

Many of the convention-goers 
were certain that the chapter’s mis- 
sion was to promote the profession. 
Probablv half of the auestions that 
were fielded were about how to get 
into piano tuning. 

There were several areas which 
could benefit from either more 
coaching or more experience. For 
example, one has to be careful of the 
ones who assume that piano tuning is 
a hobby rather than a profession. 
Another area that would need refine- 
ment is resisting the temptation of 
talking too much among each other 
in thed booth since it distracts from 
the general impression of a profes- 
sional organization. 

Quad Cities, II 
For the first time in several years, 

the chapter is undertaking an in- 
depth technical project, the restor- 
ation of a Steinway grand. Enthusi- 
asm is running high and much was 
accomplished at the first work 
session at Northwest Music Shop, 
Davenport, IA 

Central Iowa 
The secretary of the chapter, 

Maurice Roseburrough, reported 
that the chapter grand, a project 
recently finished, was sold to folks in 
Ames, IA. As it was noted that the 
money had been collected, it was 
hard for those present to abstain from 
voicing sheer delight over the happy 
occasion. Much credit belonged to 
Dan Malloy. A Bush & Lane upright 
was taken as a trade-in on the sale 
and is available to interested parties. 

Twin Cities 
In looking for some ideas on shop 

planning, Chuck White in his column 
“The Temperament Strip” in Sound- 
board Buttons came up with some 
ideas submitted by Yvonne Ashmore, 
Grass Valley, CA 

Windows: Yvonne uses a trans- 
lucent material made of fiber- 
glass/plastic, used in greenhouses. 
She installs this as a glazing on both 
the inside and outside of 6” wall and 
fills the cavity in between with regu- 
lar fiberglass insulation batts. This 
produces a light-transmitting wall 
with a R-value almost equal to a reg- 
ular 6” insulated wall. Her “win- 
dows” encircle her shop on three 
sides, starting at the ceiling and 
extend down two feet to the top of 
the upper cabinets. 

Cabinets: She prefers the kitchen- 
type because the doors and drawers 
keep things free from dust and the 
hand tools can be put out of sight so 
they don’t “walk off.” 

Woodworking machines and 
buffing wheels: It is a good idea to 
keep these tools at one end of the shop 
because it keeps all of the dust at one 
end. A plastic curtain may keep dirt 
from the piano action area. 

Dust collecting units and compres- 
sors: To cut down on noise, it would 
be heloful to have these units in a 
garagi away from the work area. 
PVC pipe can be used to bring air into 
the shop. 

“How to increase your fees without 
hing customers,” William Mears. 

The best things in life aren’t fees. 
The thought of discussing fees with a 
customer can turn a competent, well- 
trained, highly qualified technician 
into a red-faced, stammering 
mumbler who is afraid to make eye 
contact. 

Almost all technicians are uncom- 
fortable discussing fees face to face 
with a customer. It’s important that 
you appear positive andself- 
confident. if vou can’t sell vourself. 
you won’t be *&able to sell y&r ser- -’ 
vices. You have to convince the cus- 
tomer that the work you are going to 
do is worth what is being charged. 
Technicians who have trouble in this 
area may want to consult with other 
technicians to see how they handle 
their fee presentations. When you 
attend meetings and seminars, ques- 
tion the instructors and other techni- 
cians and make notes of the resulting 
discussions. You also can read books 
concerning self-esteem and positive 
thinking. 

The question of how you feel about 
fees really comes down to another 
question: “How do you feel about 
yourself?” 

The problem with handling fees is 
based on a poor self-image. Many 
technicians lack selfconfidence. 
They are afraid to communicate to 
the customer what their skills are 
justifiably worth and why they are 
vitally needed. Easily 90 percent of 
technicians are scared to death of 
fees, and they are scared because 
they lack self-confidence. Techni- 
cians must master the art of discus- 
sing fees and learn how to present 
their case. 

How are fees determined? 
Basically, fees are determined both 
by your costs and what the compe- 
tition is charging. You must consider 
such factors as overhead, how much 
time it takes to do a certain job, the 
cost of materials, and 
so on. 

In your piano service business, fees 
should be reviewed once a year. This 
Continued on next page 
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should include a complete analysis of 
your fees for major services. Raise 
your fees annually be a percentage 
that is at least in line with increases in 
the Consumer Price Index. If other 
factors have affected your cost of 
doing business such as increases in 
the cost of parts, liability and tool in- 
surance, or vehicle costs, these 
should be reflected in your charges 
for services. Explain to the customer 
that bread for 97 cents a year ago 
now sells for $1.18, and your piano 
service expenses are no different. 

If you find yourself in a situation 
where your fee profile is low and 
that you are charging less than other 
area technicians, you should raise 
your fees gradually. You don’t have 
to raise all of your fees at once. You 
can raise certain fees and accomplish 
the same overall results because of 
weighting. If you rarely do restrin- 
ging, for example, you can leave that 
charge alone. Instead, increase those 
more frequently performed services. 

If you feel that competition from 
other technicians is forcing you to 
keep your fees down, fight back. The 
only way the quality technician has 
to offset other technicians’ lower fees 
is to stress years of experience and 
work quality. 

This comes down to marketing and 
salesmanship. Unfortunately, most 
technicians aren’t trained in these 
areasand what in life isn’t sold? 

One way to demonstrate the qual- 
ity of your work is to show before 
and after photos of keyboards you 
have recovered or refinishing work. 
Refer your customer to others for 
whom you have done work similiar 
to what you are asking to do on the 
customer’s piano. Guarantee the 
work you do. Personalized, quality 
service is the greatest asset a piano 
technician has. Make sure you 
maximize it. Get the message across 
that you care. 

Chapter News 
Los Angeles 

President Claudia Ellison 
opened the meeting by having almost 
no business. She did ask how many 
were going to attend our chapter’s 
seminar. It looked like nearly all 
members would be there. 

Our inspirational message 
was given by Francis Mehaffey on 
broken plates. When a plate needs to 
be brazed, the whole plate must be 
heated before the brazing. Use boiler 
plate on the underside of the plate 
when it is broken. Drill the holes, 
thread the boiler plate and put in 
machine screws. Metal-type epoxy 
helps strengthen it, too (metal epoxy 
is what NASA uses to hold the outer 
skin on the space capsules). 

On the strut bars, cut out a 
portion of the top of the bar, perhaps 
114” or 3ll6” deep. Then fit a piece of 
cold roll steel into this opening. Drill 
holes in both pieces, countersink 
heads always, thread strut bar, epoxy 
and screw on the piece. Smooth boler 
plate under the web and forward 
from tuning pin holes, epoxy and 
screw on as described above. Cut out 
the pin block to allow space for the 
additional piece on the underside of 
the plate. 

Our regular lecture was 
given by Lloyd Whitcomb. He had 
spent five weeks in Japan at the 
Yamaha factory living in their dorm. 
He showed slide pictures of their 
rooms, washrooms, etc., which were 
interesting to us since they are quite 
different from our bathrooms. 
Working in the academy like other 
students, they were taught by doing 
each job three times: installing three 
sets of hammers, butts, dampers, etc. 
Each time they were to do the job in 
less time than before, so pressure was 

Recent Film, Tape Usage Listed 

put on them to learn and do the job 
well and rapidly. The last was tuning 
and voicing. He spoke of their fine 
machines, clean factory and good 
working conditions. 

This was another great 
meeting for our chapter. Thanks to 
both men. 

-Harry Berg 

Reading-Lancaster 
The technical program 

following the April 14 business 
meeting of the Beading-Lancaster 
Chapter was a demonstration of the 
actual welding process on our 
current chapter project piano. The 
piano, an E&y spinet with a cracked 
plate, was willed to the chapter and 
we decided to experiment on it and 
see if it could be welded successfully 
since we had nothing to lose except 
our time if it failed. 

Dick Bittinger, who was a 
welder before getting into piano 
work, explained how the plate had 
been prepared by getting it back into 
proper position and grinding a U- 
shape into the cast iron along the 
crack so the weld would penetrate the 
whole way through the plate. The 
welding rod is l/&inch nickel (NICI) 
as was described in the June 1986 
Journal. A very small section will be 
welded at a time to avoid heating up 
the plate because too much heat will 
cause it to crack again beside the 
weld. The members then watched 
through welding hoods as a small 
section was welded. 

By the May meeting we 
hope to have the welding finished 
and the piano ready to be taken up to 
pitch. No one seemed anxious to do 
that job but finally Leavitt Keener 
bravely volunteered to raise the piano 
to pitch at the next meeting. 

For June, the chapter is 
planning our annual tool and supply 
auction followed by a dinner. All 
technicians from surrounding 
chapters will be invited as there are 
many items to be auctioned off and 
we hope to have a big turnout. 

-Jim Bittinger Piano Technicians Guild 
films and tapes used in recent chapter 
programs include: 

“Action Centers,” Southeast 
Massachusetts (Walter Woitasek); 
“Bridge Repair,” Baltimore (Donald 
Pahl); “Casualties of Stress,” 
SarasotdFt. Myers (Walter Kerber) 
and Baltimore (Donald Pahl); 
“Creation of Sounds,” Redwood 
Chapter (Gay Omellas); “Grand 
Action Regulation from A-Z,” 
Sarasota/I%. Myers (Walter Kerber) 

and Boanoke (Ernest Bremner); 
“Invitation to a Grand,,” Beno (Don 
Harris) and Rogue Valley (Tom 
Lowell); “Music of Sound,” St. Louis 
(Delores Schaefer) and Memphis 
(Monica Hem); “Piano 
Teacher/Technician Forum,” New 
Orleans (Daniel Skelly); 
“Troubleshooting,” South Florida 
(Barry Weiss); and “Upright Action 
Restoration,” San Antonio (Leonard 
Childs). 

celebrate 
30 Years 

Of Service 
In Turuntu! 
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