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The Baldwin Piano...
You can see why it sounds better

The precise setting of downbearing is extremely important to piano tone. Too
much bearing inhibits tone because the soundboard cannot vibrate freely,
while too little bearing does not provide good sound transmission. From our
research we have developed a unique method of setting downbearing with a
degree of accuracy previously considered impossible.

GRAND PLATE MOUNTING SYSTEM: Each mount-
ing hole around the perimeter of the plate is threaded
to accept a hardened steel bolt. This allows the plate

to be set at the optimum height for bearing on the
front side of the bridge (U.S. Pat. No. 3,437,000).

ACU-JUST™ HITCH PIN: Because this pin is installed
vertically instead of at an angle, it is possible to raise
or lower each string individually for ideal bearing on
the back side of the bridge (U.S. Pat No. 3,478,635).

There are important advantages for the technician,
too. If major soundboard or bridge work is ever
needed, it is possible to remove the plate, pinblock,
strings and tuning pins as a unit. Simply lower the ten-
sion, remove plate bolts and dampers, and hoist it out.
Tiny adjustments in bearing can be made without
unstringing the piano or even lowering the tension.
Since such adjustments are not normally necessary in
the field, they should only be made after consulting
Baldwin Technical Service in Cincinnati. When re-
stringing a section or an entire piano, contact Baldwin
for the loan of special bearing-setting equipment.

Second in a series of informative ads on piano tone published by Baldwin
Piano & Organ Company exclusively for the benefit of piano technicians.

BaldAwin. - Leading the way through research

For more information contact Kent Webb, Technical Service Manager; for parts contact Linda Gann,
Baldwin Piano & Organ Company, Highway 63 South, Trumann, AR 72472 — Phone: (501) 483-6116




PIANO SUPPLY COMPANY

T
HE HOUSE DEDICATED TO SERVICE

schaff Piano Supply Company
451 Qakwood Road
Lake Zurich, 111in0is 60087

pear Sirs:

As 1 reflect on ™ business success this past year, 1 reatize that my
suppliers have contributed 2 great deal in the making. On toP of that 1ist
is you, Schaff Piane supply Company - There are three reasons 1 appreciate
doing bus iness with you-

The new 1ocation of your plant facilities has reduced the delivery time

in wnich 1 receive my orders- pPrompt, efficient and accurately £i1led
orders are @ must.

The quality of your bass strings s impressive. Recently, 1 ordered

a set for a concert grand, requesting 2 change from the old steel wrappings
to the new copper ones. The results were perfect!

Finally, 1 appreciate the extra effort you make in filling some real 1y
difficult parts orders . The speci al arrangements you made for me recently
on & bulk order resul ted in some very good financial returns. Truly, you
are Wy silent partner in business.

1 could continue 1o 1ist other reasons such as your com'petit"lve pricing,
quality and variety of parts, ete., but time and space do not permit me.

suffice it o say that as for me. YOU , gcha ff Piano Supply Company, are
the best!

sincerelys

(% e wliHb—

Craig M- Whitaker
Registered Craftsman
piang Tecnnicians Guild

THE . ..
. o Biane Feokninans
Unsolicited testimonial from

one of your associate Pro- G
fessional Piano Jechnicians.

Schaff want
; s to be your “Si
service at all tim ilent Partner In Business” _
es. Ty us and see if we live uf)l?c? Z%r\,r\ciaepSttrl\*[/e to give you our best
utation.

THE
HOUSE DEDICATED TO SERVICE

PIANO SUP 24 H
our Hot-Li
PiaNG surmty company| S Tad '
E ZURICH, IL 60047- T 8-4556
471516 Free (800) 326-0341

Fax (708) 438-4615
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4 THE RANDY POTTER SCHOOL )
OF PIANO TECHNOLOGY

TEACHING PIANO TECHNOLOGY FOR THE 21ST CENTURY

In our complete home study course we teach piano tuning, repair-
ing, regulating, voicing and business practices. Students can work at
their own pace, at home.

Piano Keys We have programs for beginning students, intermediate students,
and Associate Members who are working to upgrade to the Registered

Recovered With Tuner-Technician classification.
In fact, at any given time, 10% of the Associate Members are taking
ART our courses as a Continuing Education Program.
We offer video tape tuning. an Apprentice Training Manual and
I v ORY Repair Labor Guide. We also have $1500 worth of technical video tapes
' in our Video and Audio Lending Library.
(Pyralin) Our home study course is licensed by the Department of Education

and is the only one used by residence schools.
Over 60 years of continuous service

to dealers and tuners Soif you orsomeone you know is just beginning to learn piano tuning,
or working tfoward the Craftsman level, give us a call. — (503) 382-5411
WRITE FOR COMPLETE Or write: Randy Pofter, RTT,
PRICE LIST 61592 Orion Drive,
OR CALL—(606)885-4330 Bend, OR 97702
SHULER CO., INC. See us at the 33rd Annual PTG

3007 Park Central Ave. #4

T i i ’ . ’ = . : an otter >choo! .:
Nicholasville, KY 40356 echnical Institute, Dallas, TX, July 7-11 Randy Potter School

Of Piano Technology

Hale Extension
Tuning Hammer
with Rosewood Handle

It has been 40 years since rosewood handles have been available on the Hale

Extension Tuning Hammer. Now, we re making this beautiful looking tool available

especially for those tuners/technicians who want the feel of wood—and appre- Saake it a pyie —
ciate added value! USo a Hato 1ot -

You get the traditional Hale guality that has built our reputation, a choice of

one head and one tip and a felt hammer bag #331T is included. The Hale

Extension Tuning Hammer accepts Hale #21 Tuning Hammer Heads Piano Tools ¢ a/ and Supplies

and #32 Tips.

Shouldn't you be ordering yours today? TUNERS SUPPLY COMPANY

Serving the Music Industry Since 1884

EASTERN BRANCH: 94 Wheatland Street, Somervilie, MA 02145 ® (617) 6664550
WESTERN BRANCH: 190 South Murphy Ave., Sunmyvale. CA 94086 ® (408} 736-2355
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PRESIDENT'S MESSAGE

Goodbye

This column will be my last President’s
Message. It seems amazing that two years
have gone by already. Serving as an offi-
cer in PTG has been a most rewarding
experience. It has given me the chance to
learnorganizational skills which will serve
me well in the future. Working for PTG is
rewarding because our members have so
much concern for the organization; they
appreciate what you do and they let you
know it. I know that our paid staff has
found this to be true, that while we are
demanding in what we expect and are
sure to say so when things aren’tright, we

Ronald L. Berry, RTT
President

mittee Chairman when the new tuning
test had just become official. T have seenall
the tests undergo revisions and become
standardized, meaningful tests.

While my time on the Board has been very
satisfying and rewarding, I look forward
to a time of less intensive involvement to
give me a chance to catch up on some
family and business matters.

I have seen a change in Board
members over these years. They have
become people with far more background
in the organization and even more com-
mitment to the Guild. I feel confident in

also say so when things are going well.
Before my election in St. Louis, the Board found out
that Larry Goldsmith was resigning from Martin Fromm
and Associates. I remember thinking, “I hope I don’t have
to spend my Presidency putting together a new Home
Office.” Well, as you know, thatdecision was madeand the
transition went very smoothly thanks to Larry Goldsmith,
Mary Kinman, and Sandy Essary. Looking back now it is
obvious that it was the right decision. The two manage-
mentchanges that have happened while I was on the Board
haveallowed us to keep the dues the same for the last nine
years without any lessening of service. PTG is now in a
strong enough position to consider money making ven-
tures like our own technical academy or the publication of
technical literature. It is not uncommon for associations to
subsidize their activities with profit making ventures.
Before coming on Board, I was Examination Com-

the people who are coming along to fill the
various Board positions. PTG will be in good hands.

[ want to thank those who have been on the Board
with me, especially Nolan Zeringue and Bob Smit for their
constant support. No one cando a joblike President alone.
Having the other officers to bounce ideas off is most
valuable.Ialso want to thank those who served on commit-
tees during my Presidency. Many committee jobs require
time commitments equal to a Board position and luckily
we have capable people willing to fill them.

Thanks for your confidence in me by electing me
President. For those of you considering running for a
Board position, I can only say that the rewards far out-
weigh the detriments, and I would heartily encourage you
todoit.I'm proud to have been a partin the direction of this
great organization and to have followed some of the great
people whose vision got us to where we are today.=

~/ COMPLETE GRAND MUSIC DESKS \.
REPRODUCTIONS OF PERIOD STEINWAYS, KNABES,

OLDER MODEL YAMAHAS
Built to your specifications

Send for free catalog
FLEISHER PIANO CABINETRY
T’.O. Box 618 Santa Monica, California 90406 (213) 399-1227/

NOW AVAILABLE... .after an
2 ﬂ sbsence of over half a century!
& ' {Varnish-Apply Duplex Paper)
= w SOUNDBOARD DECALS

STCINWAT & SO
Available at piana suppty houses
worldwide....0

PRO PIANQ 3916 18th Street
San Francisco,
Telephone: 415/621-1210

PERKINS SCHOOL OF PIANO

TUNING & TECHNOLOGY
Since 1962

Courses offered: Tuning & Repairing
Giand & Player Rebuiiding

Write or call for free catalog

Licenwed by the Ohlo State

Board ot School and College Registration
Phone:
216-323.1440

225 Court St.
Elyrias, OH 44035
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While most manufacturers
offer proof of pertormance
in feet and inches, we
offer our proof in years.

A great piano has to do a lot more than
look great on paper.

That’s why Young Chang pianos are
designed to offer remarkable tone, quick
response, reliable intonation and consistent
performance.

Whether enduring the rigors of a full teach-
ing schedule or the demanding hours of
serious practice, Young Chang studio pianos
are crafted to provide extraordinary perform-
ance week in, week out, year after year.

And our promise is a 12 year full war-
ranty. So if a customer should have a
problem with a Young Chang piano, we'll
fix it or replace it at no cost to them.

Many manufacturers consider such a
promise bold, even risky. But we consider
every Young Chang piano a testament of
our dedication to uncompromised integrity,

as well as acknowledgement of your own.
For technical information on Young Chang
grand and vertical pianos, write to me,
Alan Vincent, Director of Technical Services
at Young Chang America, 13336 Alondra
Blvd., Cerritos, CA 90701. Or call (213) 926-3200.
Because when it comes to great perform-
ance, time is of the essence.

YOUNG © CHANG

The best the world has to offer.™



From THE HoME OFFICE

Associations A

dvance America

Larry Goldsmith
Executive Director

What’s the value of voluntary cooperative activity in
America? A recent American Society of Association Execu-
tives survey of 5,500 various-sized trade, professional and
cause-related organizations turned up some startling fig-
ures:

» The associations surveyed spent $8.5 billion in 1989 to
offer educational opportunities to their members and the
public. This exceeds spending on higher education by any
state except California.

* The associations surveyed spent $14.5 billion in 1989 in
setting product, service and professional standards. Nearly
24 percent of professional associations set professional
standards for membersand 15 percent certify them, spend-
ing $5.7 billion in 1989 to do so.

* Only a third of the surveyed associations appropriate
money to political activities like political action commit-
tees or lobbying efforts. Professional organizations — the
Guild fitsinto this category — average only two percent of
their budgets for political activities.

* Associations contributed 100 million hours in 1989 to
community service, often using members’ skills for the
greater common good.

¢ Americans belong to an average of 2.2 associations.

Now, here’s the kicker: high though these numbers
may be, the survey of 5,500 associations represents only a
small part of association activities. One source lists 23,000
national associations and an additional 64,000 state, local
and regional associations. The Internal Revenue Service
lists 960,000 tax exempt organizations in the United States.

Obviously, one can’t accurately extrapolate the total
value of volunteer contributions from this — associations
are simply too diverse —but you get the general idea. If the
overall netdirect and indirecteconomic impact of the 5,500
randomly selected associations surveyed is $48 billion,
what’s the real total? Where would our society be without
organizations like the Guild? Sort of gives you a warm
feeling, doesn't it? =

NEW! DIRECT FROM FRANCE!

ntroducing |

_
A LEADING DISTRIBUTOR OF DAMPP-CHASER®
1970

)
PRODUCTS SINCE

W

ATER-BASED FINISHES

Wood Rebuilder

Used by top European craftsmen for vears to
T, TCQENETate rotted or damaged wood.
@ Now available in the United States.

T Will not shrink or crack
[J Canbe planed, stained, sculpted,
filed and drilled

O M.

(WEBB PHILLIPS]|

P 0 BOX 543
HATBORO,P A
215-674-2555

19040
1-800-MAC-PIAN-D

G Suitable for indoor and outdoor use
O Repairs stripped threads

O Repairs rotted window sills

O Glues, fastens, fills gaps

SATISFACTION
GUARANTEED!

Lakeone offers a complete line of finishing and restoration
products. For more information or 1o order call

215-674-2555

Catalog available on request

72T rle ol V% BB @ B v]

N URETHLAWES -

COMPLETE LINE OF INOQUSTRIAL FINISHING
PRODYLTS

VORL D 'S BEST FIilERS -~
(ACQUERS, £7L

STAINS.

HYLP S PRREV SYPSTEMS

LES PRODUITS DES ANCIENS EBENISTES®

<« SEND FOR CATALOG P>
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INSTANT

PINOTITE ;

TIGHTENS

LOOSE TUNING PINS

TUNE IMMEDIATELY « PEAMANENT® NO CALL BACK

MONEY BACK GUARANTEE

413,/ 230 ™1 r0sTPAID CHECK WITH ORDER ANTWHERE

Fr:;é Technical Data
%, LUNSFORD*ALDEN 7., sy

146 WOODBRIDGE CIRCL

32019 USA

Hands-On
Career
Training
Learn from

Experienced
Professionals

Department of Piano
Technology — Jim Geiger, RTT
(713) 466-6654
Piano Technology, Electronic
Keyboard Technology

Department of Music
Instrument Technology
(713) 466-6654
Band and Orchestra Instrument
Technology
Department of Commercial
Music — (713) 468-6891
Commercial Music Performance,
Commercial Music Jazz
Performance, Piano Pedagogy,
Audio and Recording Technology

AA and AAS degrees/Certificates
Job Placement/Living
Quarters Assistance

For more information, write to:
Dr. Tom Jenkins
5514 Clara
Houston, TX 77041

Houston
Community
() College
System
Equal Opportunity

Accredited by the Southern
Association of Colleges and Schools

DON’T LET SUMMER’S
HIGH HUMIDITY
RUIN YOUR PIANOS

YOU ARE THE DOCTOR!

High humidity especially in contrast to winter's dryness, will
cause a piano’s wooden parts to swell, its pitch to go sharp, its
keys and other moving parts to stick and its strings to rust.
Treat the cause, not the symptoms! Install a complete
Dampp-Chaser Piano Life Saver® System in all pianos you
service. This will stabilize the relative humidity at optimum
percentage (42% RH), stabilize the pitch making it easier to
tune and double the life of the piano by eliminating swelling
and shrinkage of critical piano parts.

DAMPP-CHASER © ELECTRONICS CORPORATION
Hendersonville, NC 28739

' Call 1-800-438-1524
5 Year Guarantee  For Details and Our Free @ @
Business Building Kit

REMEMBER
YOUR FINEST TUNING?

The Accu-Tuner II Can!

It's a jungle in there.

That's why you need the Sanderson Accu-
\ Tuner II™ to help speed you through the
" most rugged terrain. This amazing computer
can store up to 208 complete 88-note tunings.
Store as many temperaments as you desire, or
develop and store your own tunings, including
special celeste or non-standard-pitch tunings.

It's pitch range, nine full octaves from C1 through
B9, easily accomodates every pipe on even the
largest pipe organ. And for quick temperature
compensation, pitch can be easily offset to match
that of a principal A or C.

Now, with stored tunings, you can tune any pipe
organ or piano quickly and accurately. And you
won't have to remember how great your last tun-
ing was, you simply recreate it.

The Sanderson Accu-Tuner IT by Inventronics. For the
time you save, the price is but peanuts.

Send today for the FREE Inventronics catalog:

nventronics
ncorporated

9 Acton Rd., Chelmsford, MA 01824
1-800-FAST-440

In MA 508-256-7374

Compact,
lightweight, fast. The
Sanderson Accu-Tuner I1

JuLy 1990 PiaNO TECHNICIANS JOURNAL — 7




EcoNOMIC AFFAIRS

Piano Management, A Marketable Skill

O neof thereasonsmany tunersnever
getahead decisively despite respectable
technical skill is their failure to grasp
and then push (market) the concept of
“piano management.” “Piano manage-
ment” in this article is the art of over-
seeing the care of pianos with theaware-
ness that pianos have a definite “life
cycle” and certain service procedures
are required at certain stages of that
cycle. The piano manager decides
whether and when to provide what
services from routine service, to major
maintenance, to replacement. The op-
posite of piano management is to just
call the tuner (the cheapest one, of course)
for tuning and small repairs when
sormeone “can’tstand itany more.” Piano
management does have relevance to
everyday home pianos and has obvious
relevance tolarge musicinstitutionssuch
as university music departments. Butin
this article I want to relate piano man-
agement to smaller institutions like pri-
vateschools, churches, retirement/nurs-
ing homes, and small college music
departments with perhaps two to 20
pianos. These smaller institutions value
their pianos but do not realize how much
they value them until there is an embar-
rassing piano crisis. They value their
pianos, but have no one on their staff
technically qualified to do piano man-
agement. The technician whosees the
significance of these last two statements
should be getting a conspiratorial glint
in his eye.

From my experience, 1 would
suggest there are three essential ingre-
dients to successful piano management:

1. An annual written repert

As I began servicing institutional
pianos, I soon realized that verbal com-
munication of my endless string of tech-
nical recommendations was not work-
ing. Therefore, I began sending an an-
nual report to the institution, synchro-
nized with its annual budget process,

Daniel Bowman, RTT
Richmond, VA, Chapter

containing recommendations for major
piano service that goes beyond the
annual routine tuning and small repairs
budget. There are several good reasons
why annual written recommendations
work better. First, you want to avoid a
constant stream of verbal reports and
explanations of problems whichcanonly
become confusing and annoyingto your
contact person. You don’t want him/
her thinking, “Every time that techni-
cian comes in here, he/she is telling me
something else is wrong with our pi-
anos.” As you service the pianos
throughout the year, make notes about
service procedures to be recommended
in your next report. Second, it is the
institution’s budgeting process that you
have to deal with for the kind of money
we're talking about here. And remem-
ber, budget planners need orderly, sys-
tematic, cogently written recommenda-
tions. Third, written recommendation is
the professional way; it instills confi-
dence.

Fourth, you yourself can do more
orderly,long-range planning and sched-
uling. Those big jobs have to be culti-
vated onalong-range basis. The institu-
tionmay notalwaysfollow through with
your recommendations, but I'll wager
that you will be pleasantly surprised if
you write out your recommendations as
clear business proposals to be consid-
ered at their budget planning time.

2. A master piano management plan
Next I found that neither my rec-
ommendations nor the institution’s re-
sponse to them could be technically and
fiscally sound when made in a vacuum,
but had to be guided by a clear under-
standing of what theinstitution wanted.
A master “piano management plan” is
needed to set priorities and goals to
guide piano maintenance decisions by
both the institution and technician and
to serveas theinstitution’s commitment
to the cost. The institution already un-

8 — JuLy 1990 PiaNO TECHNICIANS JOURNAL

derstands that if it wants office equip-
ment, computers and automobiles; each
needs a service/maintenance/replace-
ment policy and corresponding budget.
So it is with pianos. I like to point out
that since there is, in the lifetime of a
piano, a long “gray period” between
first appearance of annoying problems
and final arrival at total unworkability,
the institution does have some discre-
tionary leeway to decide whatlevel and
rate of piano maintenance is “good
enough for us.” However, withoutsome
kind of planned, systematic commitment
to the expense of maintaining a work-
able piano inventory, the pianos will in-
evitably deteriorate to the point of sud-
den and embarrassing crises. Without
planned, directed expenditures for pi-
ano care there will be unplanned, ill-
timed emergency expenditures for stop-
gapremedies with unsatisfactory results.

3. Solid (reliable, accurate) technical
data on each piano

Finally, I realized that this master
plan can be only as good as the technical
data on which it is based. Therefore, an
accurate technical evaluation of each
piano is needed. These individual re-
ports will then become the basis for the
Piano Master Plan. Here, the piano
manager must think like an appraiser.
What service is required to get this pi-
ano into the desired state of workabil-
ity? What will the work cost? Will the
end results, the use by the owner, the
value of the piano, and the remaining
usable lifetime justify the cost? Inall this
you must be honest with yourself about
your own technical ability. Be prepared
to refer some or all of the work to a
technician competent for the job inques-
tion. Be prepared to call in a consultant.
If decisions about major reconditioning
and especially rebuilding versusreplace-
ment of grands is at stake, I strongly

continued on page 10



PTG's Texas Rounpur

1990 Institute Program

Dick Bittinger
1990 Institute Director

The May and June articles on the Dallas Institute should
really have you excited, but just in case you are still unde-
cided, perhaps I can help you make up your mind! Please
call the Hyatt Regency-Dallas (214) 651-1234 now for your
hotel reservation, and attend the PTG Annual Convention
and Institute.

Thiscanbe abusinessand vacationall inone,sobring
your family along with you. Speaking of business, here is
alist of Institute classes on business that relate to the piano
trade: Controlling The Liabilities Of Your Business — Janet
Leary; Dealing With Dealers And Manufacturers — Randy
Potter; Market Builders — Pat Spithill; Renting Pianos For
Fun And Profit — David Rostkoski; Retirement Taxes And
You — Tom May; Some Aspects Of Selling — Bob Mair and
Steve Smith; Practical Appraisal And Evaluation — Bob
Russell; Troubleshooting The Piano Service Business —
Janet Leary.

Don’t forget the Manufacturers’ Symposium class
after the Closing Luncheon, from 2:30 to 4:00 p.m. with
Willis Snyder as the moderator. No one should leave this
Institute with a question unanswered, and this is the place

to get your answer. So plan on attending this session.

There has been an instructor change. George De-
febaugh called and had to cancel his participation in the
institute because of illness. However, Jim Coleman has
worked with George many times in the past, and will do
the tuning class using the same title.

You technicians who teach piano or other musical in-
struments might find the Teachers Committee session
titled Piano Teachers And Their Trade on Wednesday
morning in Regency A, quite interesting. I'm sure you will
be able to share and relate to many problems and stories.

As T have mentioned in past articles, for some work-
shop classes you will need your own tools such as regula-
tion, repinning, tuning, and voicing tools. If you attend the
tool sharpening class, bring along a dull screw driver and
a knife, plus your shop apron; especially for the Polyester
Touch-up and Refinishing class.

Doesn'’t that sound like a well-rounded program for
the Dallas Roundup? You really wouldn’t want to miss all
of this, so we will see you all in Dallas, TX, to put our brand
onyou! =

More Dallas Attractions

Thom Tomko
Dallas Chapter President

W e’reonly days away from the Dallas convention, so |
will try to fill you in on a few more night spots and
attractions Dallas has to offer.

For those of you who plan to stick around after the
convention to have fun at our vacation spots, the following
is for you. Located off the old Dallas-Ft. Worth tollway,
now known as highway 30, you'll find an array of amuse-
ment parks and attractions. Here’s a list of a few you will
find:

Arlington Stadium — Home of the Texas Rangers and
Nolan Ryan. On July 6-8, the Rangers will host the Boston
Red Sox. It’s quite likely the pitching matchup of Ryan and
Clemens will take place, so get your tickets early.

Six Flags Over Texas — You'll find the world’s tallest
wooden roller coaster, and the 143-foot Texas Giant. The
park features over 200 rides, plus shows and attractions.

Wet ‘N’ Wild — This water recreation park has flumes,
water slides, pools, waterfalls, and river rafting.

Ripley’s Believe It Or Not/The Palace Of Wax — Wax
figures displayed in environmental sets and galleries filled
with oddities, curiosities, and illusions gathered from
around the world by Robert Ripley.

Grand Prairie Wildlife Safari — A drive through a
nature park with hundreds of exoticanimalsin natural sur-
roundings. (It's a wonderful drive through attractions in
an air-conditioned car.)

Besides the West End District, Dallas has other ave-
nues for night life. Upper and lower Greenville Avenue
have many nightclubs, restaurants, and antique stores, but
Ifind McKinney Avenueand itstrolley linea lot of fun, and
a bit closer to the convention site. You can take the shuttle

continued on page 10
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Soundboard Repair And Refinishing

In the discussion of finish removal
and surface preparation for refinishing
a soundboard, I briefly mentioned use
of strippers but did not comment about
bleach. I would not bleach an entire
soundboard, and have not had good
results using it to eliminate stained ar-
eas. Wood bleaches are very harsh —
evenmore thanstrippers. Concernabout
damaging glue joints and/or the cell
structure of the wood itself is therefore
greater. Spot-bleaching produces a
bleached-looking stain rather than stain-
free spruce. As with strippers, I wel-
come comments from experienced tech-
nicians regarding use of bleach.

Why do we put finish on wood?
One reason is beauty and cleanliness, of
course. Raw wood, however nicely
sanded, is dull-looking; dust adheres to
the exposed fibers, making the appear-
ance worse. Raw wood also has no stain
resistance. A good finishalso retards the
degree to which ambient humidity
changes affect the moisture content of
thewood. Althoughno finishcompletely
“waterproofs,” they slow down the
passage of moisture both in and out of
the wood. If you ever doubt this, try
putting a heavy finish on only one side
ofa flatboard and then expose the board
to a high humidity situation (stand it in
the corner of the bathroom — your
spouse will be delighted). I'll never for-
get the sight of a room full of round
cocktail tables made of two-inch thick
lumber, artfully charred and heavily
varnished on the top surface but left
bare on the underneath. The room over-
looked ariver:in the dampness, the tops
had all warped upward into rather
expensive woodenbutterflies as thebare
wood took on moisture and expanded.

Since pianos are not exposed to
heavy weather (we hope), itis not neces-

Part VI: Finish

Susan Graham
Technical Editor

sary or appropriate to apply extremely
heavy finishes to the soundboard. Al-
though piano soundboards are not
analogous to violins, in which the finish
can have a dramatic effect on tone, it is
still a good idea to refrain from loading
the board with excess material. In this
business we also consider the future,
and would not want to apply some
indestructible finish which would be
nearly impossible to remove should the
board require another refinishing. (Re-
finishers are finding that some of these
modern finishes on cases require avia-
tion-industry strippers or the use of a
paint burner for removal.)

This leaves us with the old stand-
bys: shellac, varnish and lacquer. Even
these are greatly changed as synthetic
resins and oils replace the traditional
spirit or china wood oil vamishes, and
lac bug shells disappear from lacquer.
More changes are due in the future as
environmental protection laws become
more stringent. The varnish | have used
for years, McCloskeys 0092 High Gloss,
is due to be changed to comply with
California air quality control standards:
it will contain more solids and will not
be thinnable with mineral spirits (the
person with whom I spoke at the com-
pany did not know when this change
was due to take place, but assured me
that the change will be clearly indicated
on the packaging). Simple but valid
advice: Always read instructions on the
can (even for familiar products). Try
samples of unfamiliar products before
putting them into use.

Before going further, let me say
thatmybasicliberal artseducationdidn’t
include muchin the finish materialsline.
As usual, I don’t mean to pose as an
expert, merely as a basic piano techni-
cian who’s worked out a few things in

years of practice. Most woodworkers’
magazines publish frequent articles on
finishand finish application; follow them
to keep current. Further information is
available in books and magazines in
your local library (a few suggestions are
listed at the end of this article) and by
developing information-swapping re-
lationships with other technicians and
refinishers.

Let’s consider those three finish
materials: shellac, varnish and lacquer.

Shellac is an alcohol-based com-
pound: the solids are made from the
secretions of the Laccifer lacca insect.
Hardware and paint stores usually sell
shellac ready mixed in orange or white,
usually in a three-pound cut. The “cut”
refers to the proportion of solids to sol-
vent. Shellacisalsoavailablein dry form
— crystals (actually more like flakes)
and buttons. Garrett Wade Co. (1-800-
221-2942) carries three grades: button,
orange flakes and blonde. Tuner’s Sup-
ply carries orange flakes. The grades
range in quality and shelf life, ranging
from very dark and raw “button” to
very pure, colorless white. The finer the
grade, the shorter the shelf life: since
white shellac, evenin crystal form, hasa
shelf life of only a few months, it is
almost always sold already mixed as a
liquid.

Any time you use shellac which
has been stored, test it on scrap before
applying it to actual work (premixed
cans are dated). If shellac has expired,
adding more thinner won’t make it dry
— only thin and gummy. I have seen
advice to strain reconstituted shellac
through filter paper to remove any wax
residue: if adhesion problems are occur-
ring, this might be worth a try.

Shellachas poor water and alcohol
resistance but is very quick drying and
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seals surfaces to prevent stains or pitch
from bleeding into the top coat. Like
lacquer, shellac cures by evaporation:
the solvent flashes off, leaving the sol-
ids. The quick drying time makes it less
susceptible to dust problems, and it is
relatively cheap. As a soundboard fin-
ish, itis generally used only asan under-
coat for varnish: bond betwecen shellac
and varnish is mechanical, so good
sanding is a must. Shellac is also the
material used in French polishing, which
in its true form is a multi-step, time-
consuming handrubbed finish yielding
anabsolutely beautiful result—butonly
acrazy person would attempt to French
polish a soundboard. (What we do with
our wads of cheesecloth and “finish
restorer”isreally quitea different thing).

Varnish was the finish material of
choice for years in the piano industry. It
consists of a “drying oil” solvent and a
resin: traditionally, natural resins com-
bined with tung (or china wood) oil or
linseed oil. Old-timers spoke of “long
0il” and “short 0il” varnishes: The oil to
resin ratio determined various qualities
of the varnish: how hard it dried, how
glossy, how durable, etc. Spar varnish,
for instance, is a “long 0il” compound:
very durable, very slow drying and
inclined to darken. Traditional piano
varnishes were “shortoil”: faster drying,
less flexible, but harder and therefore
able to be rubbed up to a gloss finish.

Varnishes dry by chemical reac-
tion with oxygen. Successive coats do
not melt the preceding ones, so the bond
between coats is mechanical (requiring
careful sanding between eachlayer). The
various styles of varnish have varying
requirements for drying and recoating;:
read label directions carefully. I find ita
good policy to allow more drying time
than called for; especially before recoat-
ing, but even before resuming work
(such as stringing) around a newly-fin-
ished piece.

There are now a host of varnishes,
some combining natural and synthetic
materials and some entirely synthetic.
Alkyds are a synthetic resin combined
with a natural oil; phenolics are similar
but the resin is much tougher and mois-
ture resistant (modern spar varnish).
Polyurethanes are really more a plastic
than a resin, although combinations of
the two are frequently produced. As
mentioned, I use the McCloskey's 0092
High Gloss, and have also had good

reportson Pratt & Lambert’s gloss. Good
quality, interior varnishes withassimple
and traditional materials as possible
seem the most appropriate and trouble-
free.

Although they sometimes are
thinned and sprayed, varnishes are
usually applied by brushing, and are
quite slow drying. This makes them
vulnerable to dust problems — an in-
convenience in a production shop.
However, brushapplication means they
can be mechanically contained (it isn’t
necessary to mask off bridge tops, cases,
etc.) and they are relatively easy and
safe to apply in small shops.

Shellacand varnish are sometimes
referred to as “cold” finishes. Lacquer,
on the other hand, is a “hot” finish: it
dries very quickly and, like shellac, each
successive coat melts the one under-
neath and bonds chemically. Lacquer is
almostalwayssprayed:itcanbebrushed,
but brush marks are a hazard due to the
quick drying. Lacquer builds in a very
thin coat, and several successive coats
are necessary for depth. Since each coat
dries quickly, this is not too great a
disadvantage. Quick drying time also
means that dust has less time to settle
and adhere to a wet surface. Safety pre-
cautions appropriate for spraying must
be carefully observed. Lacquer contin-
ues to harden over time and is a slightly
less flexible finish than varnish.

With either lacquer or varnish the
appropriate undercoat is critical. Lac-
quer sanding sealer has solids added to
help fill pores in the wood and acceler-
ate build-up. It is slightly cloudy, but
this is not a problem on light-colored
spruce. Since the solids are often a
stearate (soap), sanding sealers should
not be used under varnish since adhe-
sion will be very poor. Many varnish
manufacturers recommend using a
thinned coat of the varnish itself as a
sealer coat — although some modern
varnishes should not be thinned even
for this purpose.Thave used a thin wash
coat of shellac as an undercoat for var-
nish for years: it works well and has a
relatively quick drying time. I seem to
get better results with orange shellac
crystals than with the premixed white.
This does darken, however, which is
sometimes a shame with a nice white
board. On the other hand, the slight
color can help blend in repairs and, if
thin enough, impartsa warmtone to the
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board rather than a noticeable orange.
Shellac as an undercoat should be very
thin: if too thick it looks streaky, and
adhesion of the top coat is very poor.

Perhaps the biggest drawback of
shellac under vamnish is that the bond
between them is only mechanical: the
shellac coat must be sanded to providea
“tooth” for the varnish to grip. If the
shellacis thin enough, thereisalso some
penetration of the varnish into the wood
itself, which aids adhesion. Bad adhe-
sion may not be a problem if only one
coatof varnishis applied, butif a second
top coat is necessary it may lift the first
and result in a nasty mess. Adhesion
problems can also become apparent in
later years.

Before any finish is applied, the
board has been sanded to a fare-thee-
well, including one or more wettings
with'clean water to raise the grain. Some
advocate using medium-fine steel wool
after wood has been wet and allowed to
dry: the wool fibers tend to grab the
raised grain and pull it free rather than
bending it back down again. Then the
pieceis fine sanded. This wetting proce-
dure helps to eliminate marks fromcross-
grain sanding or other small flaws or
indentations.

Speaking of indentations, if you
use a rag on a soundboard steel to clean
off dust under strings, be sure to pad the
end of the steel with duct tapeor to wrap
theragoverit. This end isa bluntinstru-
ment: the marks it makes will not be
visible immediately, but will show later
as dark “bruise” lines on the board.

If you have removed moldings
around the board for sanding, they can
be replaced either before or after finish
isapplied. After the shellac coat, lapply
one heavy top coat of varnish. Since it
tends to puddle, I leave moldings off
and finish them separately. Tape off the
surface they will be glued to provide
penetration for the glue.

Sanding produces a considerable
quantity of dust. This dust is the enemy
of finishes. If it remains on the surface or
inthe pores, it can produce roughnessor
a cloudy appearance. Particularly in the
case of varnish, which dries excruciat-
ingly slowly, dust settling out of the air
and drifting in ephemeral clouds off
light fixtures, up throughnose boltholes,
etc, creates that dreaded stucco effectin
what was a perfectly smooth, liquid coat
of finish.



You probably needed to vacuum
or remove dust and particles of old fin-
ish several times during sanding just to
see what you were doing and to keep
from grinding themback into the board.
Now, however, it is time for serious
cleaning. One thing whichwill help settle
the dust so it can be gathered and re-
moved is moisture. I use a plastic spray
bottle to mist water all around the shop:
shelving, lights (if they are hot, don’t get
them too wet) and especially the floor.
Brooms and paint brushes are used to
collect the big piles of dust off the obvi-
ous surfaces. If you are going to spray
with lacquer, this may be enough clean-
ing and all that is necessary is to use a
silicone and wax-free tack rag on the
board itself.

If you're planning to brush on
varnish, you need to be a little more
compulsive. | start at one end of the
shop and open the big double doors at
the other end and use compressed air to
“sweep,” blasting off the high surfaces
of ceiling and light fixtures, working my
way down along the shelves, benches
and down to the floor. This includes
blowing out the piano itself, being par-
ticularly careful to get around bridge
pins and under relieved or cantilevered
bridges, into plate bolt holes (it is actu-
ally best to tape these off) and the beams
under the board. I mist again, and then
go off and do something else for a while
to let things settle. If your shop heating
system includes fans (many “space
heaters” do), shut themoff and leave the
lights on to keep theroom heated. Water
and oil-filled electric radiators do not
create this problem (installing them also
halved my electricbill). Anything which
keeps air moving should be shut off or
sealed. This includes that leaky door sill
or window frame you’ve been meaning
to get to (duct tape it). Use a tack rag to
clean up the bridges, soundboard, inner
rim and top edge of the case, and use it
once more before you apply finish.

If you use shellac as an undercoat,
either thin it from the can or mix up
crystals in advance (in denatured alco-
hol). Experiment on a small section of
the board which will be hidden when
the plate isreinstalled to find a thickness
which will flow readily, give you the
color (if any) you desire, and seal the
wood without building up much of a
coating.

It isn’t necessary to use your fine

China bristle brush with shellac. In fact,
since the easiest way to clean a shellac
brush is with warm water and ammo-
nia, use of a good natural bristle brushis
counterindicated (hot water causes the
natural hair to “explode” just like wool
fibers do). Use an inexpensive synthetic
(“latex”) brush; the foam brushes don’t
hold this thin material very well.

Brush on shellac as quickly and
evenly as possible. As with any finish,
brushing along the grain is advisable.
Brush into a wet area: lay on each
brushload of finish leaving a strip of dry
wood at first and pulling the freshly
applied material acrossit into that which
has been sitting on the board for a min-
uteor two. Apply itasevenly as possible
but don’t fuss over it too much. Shellac
dries so quickly the brush will grab and
leave marks: better to take care of slight
unevenness with sanding after the coat
has dried.

If you are spraying lacquer, you
must set up adequate ventilation: ex-
haust fans (with some sort of baffle to
prevent them from pulling material
away from the work too quickly). Be
sure to use a sanding sealer compatible
with the top coat,and use a good quality
thinner with both. Read the can for di-
rections on thinning and spray pres-
sure. The material needs to be thin
enough to spray and flow well, but not
so thin it dries before it reaches the sur-
face — and not thinned with materials
which dry so quickly they contribute to
the problem of blushing (picking up
moisture from the air). Overspray is a
problem: the case and bridges must be
masked (you don’t want finish material
on the tops of the bridges).

A good spray gun is imperative. |
understand that several companies
(Binks, for one) are making a new style
of gun which practically eliminate over-
spray: these are very expensive but it
may be possible to have the supplier
retrofit your current gun. Airless spray-
ers are also said to yield good results
with minimal overspray.

Practice spraying before you tackle
a board. Play around with distance and
angle of the gun, amount and brand of
thinner, temperature and ventilation of
the shop. AlthoughIdon’tspray boards,
I do plates with lacquer and bronzing
powder, and find that just the noise of
the compressor makes the job more
anxiety provoking than it need be (so [

wear ear protectors along with all the
other protective gear).

Lacquer needstobe flowed on wet,
but not so wet it sags. The problem of
“orange peel” — roughness of the dried
coat —is often due to spraying from too
far, allowing the material to dry in the
air before it contacts the surface. Exces-
sive thinning orincorrect spraying pres-
sure can also be at fault.

Although the coats bond chemi-

cally, it is a good idea to sand lightly

between them to smooth the surfaceand
remove any smallbits of dust. Be sure to
allow more than adequate drying time
between coats, and overnight after sev-
eral successive coats have been applied.

By way of contrast to spraying
lacquer, applying vamnish is almost
meditative. Fine sand the shellac top
coat soitis even and a little abraded for
adhesion. Tack up the dust and then go
off and let things settle again (ideally,
overnight).

When you go back to varnish,
damp down the floor again and wear a
synthetic fabric so you don’t shed fibers
(yes,I'mserious). Tack off theboard and
case again, and also the top of the var-
nish canbeforeyou openit. Soundboards
are done with gloss varnish, which
should notbe stirred. You want toavoid
working up bubbles. A good natural
bristle brush, preferably broken in (but
well-cleaned) is the traditional imple-
ment. However, those cheap foam
brushes work awfully well and there is
something freeing to the spirit about
throwing away a brush (a fairly small
antical indulgence and it releases no
thinners into the atmosphere).

It’sadvisable to put varnish into a
separate container so you don't transfer
any dust the brush picks up back to
uncontaminated stock. If you want to
getreal fancy, puta “strike wire” on the
can —run a nail or length of wire from
side to side at the top of the can to give
yourself a place to press excess varnish
out of the brush.

I varnish bridge notches first, us-
ing a small foam brush and being care-
ful not to puddle varnish around the
bridge pins. The bridges have not been
shellacked, so the varnish is absorbed
and will not yield as glossy a surface,
but I don’t want to load the bridge or
gum up the pins. Bridge notches also
harbor dust, so wipe the surface of the
board alongside the bridge after you're
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done with the notches and start with a
fresh supply of varnish and a new
(larger) brush.

Varnish wants to go on wet: stop
just short of leaving puddles. Modern
varnish self-levels quite well, so don’t
work it over too much (this tends to
create troublesome air bubbles). Some
use a pour-and-spread technique. |
apply the material in fat brushloads,
brushing it on with the grain leaving
dry areas between each strip, brushing
across the grain to spread and applying
alittle pressure to work itinto the wood,
and then finishing off with light pres-
sure following the grain and flowing it
into the wet coat. Get it on and leave it
alone, but arrange a light so you can
sight down the surface and find dry
spots and put a little more finish on
themwitha wetbrush(rather thantrying
to pullmaterial which hasalready started
todry over them). If you see air bubbles,
don’t be too concerned — they will
probably disappear more readily if you
leave them alone. Foreign objects are a
problem: tiny specks of dust or bristles
from the brush. Brush bristles are best
retrieved by stabbing at them with the
brush itself so they jam into the fibers
and can be picked up. Specks may be
best left alone. If you want to pick them
up, don’t use your fingers, which will
leave craters; try something small and
pointed like a tweezersorasmallartists’
brush or the splintered end of a match-
stick.

Once you're satisfied that the board
is covered, get out of there and don't

‘““HANDS OFF”’

Ll

slam the door. Varnish cures by reacting
with air and it takes its own sweet time
aboutit. Accelerating the cure with heat
lamps may be asking for trouble: if the
surface skins over, oxygen transfer is
slowed and the surface may be more
liquid than it appears — for days. Avoid
putting anything on the board or even
wiping dust off with a rag for at least
twenty-four hours. High humidity or
very thick coats will requirelonger. Read
those cans!

Speaking of cans, don’t space out
and put a can of varnish (or anything
else) down on a piece being refinished.
Cans sitting on shelves pick up all sorts
of contaminants and you may end up
with an interesting pattern of interlock-
ing rings where nothing will adhere.

We could go on and say a few
words about rubbing out top coats, but
itis an activity [ avoid so I need to do a
littleresearch. Speaking of research, here
are a few suggestions for books and
magazines on the subject:

Fine Woodworking (magazine), The

PIANO TRUCKS

UPRIGHTS - SPINETS

NEW! at Pacific Piano Supply

PIANO FALLBOARD LOCK
* New Design ® Neat Appearance

e Easy to Install

Part A
mounts to
piano. :
Slide and Lock|:
B

% GRANDS

CALL FOR
PRICES

POLYESTER

POLISH

For all pianos with
‘‘Hi-Gloss’’ Finishes.
Formulated for plastic finishes.

TOP
QUALITY
BENCHES. . .

Hand rubbed
lacquer or
upholstered tops.

Taunton Press, Newtown, Conn. 06470-
5506

“How To Do Your Own Wood
Finishing” Jackson Hand. (published by
Popular Science division of Times Mir-
ror Magazines, now out of print but of-
ten available in libraries.)

“Adventures in Wood Finishing”
George Frank. (also a Taunton Press
publication)

And now, a little tidbit for us all....

Especially the patient souls out
there who never get involved in sound-
board work of any sort and who've been
left out in the cold as far as the past few
months of the Technical Forum go.
Here’s a little item I got from Isaac Sa-
digursky and promptly forgot untilI got
suckered into repairing an artists’ bench
which “just needed a couple of screws.”
Well, the reason it needed a couple of
screws was that the original ones had all
brokenoff in the wood —and I havebad
luck with the evilly-misnamed easy-out
type extractor. Thislittlegem fromBryco,
Inc., 2407 Arden Drive, Champaign, Ili-
nois 61821, is used in a reversible drill to
drill down into the wood around the
screw and pull it out in a little plug of
wood. The hole can be neatly filled with
alength of dowel and redrilled foranew
screw. Itis tolerant of being slightly off-
center and quite durable. It worksonup
to a number eight screw and leaves a
1/4"bore: there may be othersizesavail-
ableby contacting the company. Thanks,
Isaac! £

PACIFIC PIANO MANUFACTURES

PIANO BENCHES

Choice of
15 Leg Styles

Write for our FREE Bench Brochure

Send $5.00 for Complete Catalog.
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NEW CATALOGS AVAILABLE!

CHARGE ANY PURCHASE

ON YOUR ———

COMPLETE LINE OF TOOLS and SUPPLIES for PIANO REBUILDERS

PHONE OR WRITE FOR INFORMATION

PACIFIC PIANO SUPPLY CO.

P.O.Box 9412 ¢ North Hollywood, CA 91609
24 Hour Phone Ordering Service (213) 877-0674



You may recall that last month, our
discussion centered around octavesfive
and six, or what we commonly call the
treble section. This month, we will dis-
cuss octave seven, or the high treble.

In tuning the treble, we were at-
tempting to create a framework which
satisfied as best possible the demands of
the 4:2 and 2:1 octaves, as well as the 4:1
double octave. It was stated that if a 4:2
octave was tuned from notes F3 to F4,
and a 2:1 octave from F4 to F5, that a 4:1
double octave is tuned between F3 and
F5. This was very satisfactory, until we
looked at the composition of notes F4-
F5-F6. With a 2:1 octave from F4 to F5,
and another 2:1 octave from F5 to F6, the
4:1 double octave between F4 and Fé6
will be flat. With some juggling, a plan
was set forth whereby the single octaves
were stretched slightly beyond pure 4:2
and 2:1 (such that the tests would be
unequal beating) to a state resembling
figure 1.

The aural tests would for the most
part beat in unequal fashion, and would
be as follows:

F3-F4: M3<M10 4:2+)
P4>P5 4:2+)
F4-F5: M10<M17 (2:1+)
P5>P12 (2:1+)
M3=M10 4:2)
P4=P5 (4:2)
F3-F5: M3<M17 (4:1+)
P4>112 (4:1+)
F5-F6: M10<M17 2:1+)
P5>P12 (2:1+)
F4-F6: M3<M17 4:1+)
P4>P12 4:1+)

It was further stated that once this
framework was set forth, there should
be a good relationship between the M3
(5:4), M6 (5:3), M10 (5:2), and M17 (5:1).
There is a common test note for each of
these intervals. For the F octaves listed
above, the test note would be C#4. The
test was to first listen to C#4-F4 (M3),
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Tuning Upr

The High Treble

Rick Baldassin
Tuning Editor

C#4-A#4 (M6), C#4-F5 (M10), and C#4-
F6 (M17). The progression should gen-
erally be as follows: M3<M10<M6<M17

Depending on the inharmonicity
and how much we are able to stretch, in
some pianos the fifths become pure or
nearly pure, such that the M6=M10. In
this case, the progression might be:

M3<M6=M10<M17

In most pianos, the above frame-
work is achievable, and a good compro-
mise can be reached between the de-
mands of the single and double octaves.
If F6 was the top note of the piano, it
would makelife more simple. Enternote
F7.

With note F7 now in the picture,
we need to look at the relationship be-
tween F5-F6-F7. In the above example,
F5-F6istuned asa 2:1+octave. If youare
lucky and the inharmonicity cooperates,
by stretching this octave beyond 2:1 as
much as you can tolerate, it might be to
the point of matching 4:2. In this case,
tuning a 2:1 octave from F6 to F7 would
givea4:1doubleoctave between F5 and
F7. In most pianos, the inharmonicity
creates more difference between the 2:1
and 4:2 levels of the F5- F6 octave. This
means when the octave is stretched
beyond 2:1 as much as we can tolerate,
the 4:2 level is still narrow (4:2-). This
being the case, witha4:2-octave fromF5
to F6, and a 2:1 octave from Fé6 to F7, the
double octavebetween F5 and F7 will be
flat(4:1-).Inagood piano, aslight stretch-
ing of F6-F7 will allow us to make the
double octave pure. The framework
would be as in figure 2.

The aural tests would be as fol-
lows:

F5-Fé6: M10<M17  (2:14)
P5>P12 (2:14)
F6-F7: M10<M17 (2:1+)
P5>P12 (2:1+)
F5-F7: M3=M17 4:1)
P4>P12 4:1)

Electronically, with the tuner set
on F7, the display should stop when F5
is played, roll slightly flat when F6 is
played, and stop when F7 is played.

The better scaled pianos will ac-
commodate this procedure. But what of
the rest?

So far, by slight manipulation of
the 2:1, 4:2, and 4:1 relationships, we
have been able to achieve a good com-
promise between them. Sometimes,
however, because of the scaling or in-
harmonicity of the instrument, this
simply is not possible. What happens is
that the difference between the 2:1 and
4:2 levels of the F5-F6 octave become so
great that the octave cannotbe stretched
beyond the 2:1level far enough to make
the above compromise possible,and still
have the octave sound acceptable, even
to usbig stretchers. With F6-F7 stretched
beyond 2:1 as much as possible, you
wind up with something like figure 3.

Theaural test would be as follows:

F5-Fé: M10<M17  (2:14)
P5>P12 (2:1+)
F6-F7: M10<M17 (2:14)
P5>P12 (2:1+)
F5-F7: M3>M17 (4:1-)
P4<P12 (4:1-)

Electronically, with the tuner set
on F7, the display would be sharp on F5,
flaton F6,and stop on F7. One technique
is to actually split the difference be-
tween the amount F5 shows sharp, and
the amount F6 shows flat. If the differ-
ence is not too great, this is a good solu-
tion. Thesingleoctave F6-F7 is wide, but
tolerable, and the double octave F5-F7 is
narrow, but tolerable. If the difference
between thereadings becomes too great,
it is possible that this compromise can
leave both the single octave F5- F6, and
the double octave F5-F7 sounding bad.
In this case it is probably better to leave
one of the two sounding bad, rather
than both.
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The choice comes

down to whether you V
want to favor the single
octave F6-F7, or the
doubleoctave F5-F7.Each
method hasitsstrongand
weak points. Favoring the
single octave creates a
strong reinforcement of
note F7 by note F6 which
is undamped, and rings
sympathetically. The
more in tune this octave
is at 2:1, the more rein-
forcement occurs. The
down side is that the 2:1
tuning leaves the treble
sounding flat when arpeggios are
played, and the beat rates of the pro-
gression of M17ths tend to level off, or
even reverse. Double octave tuning cre-
ates a better sounding treble for arpeg-
gios, and better maintains the progres-
sion of M17ths, but can leave the F6-F7
octave beating far beyond the point
where we are worried about positive
reinforcement any more.
Somehaveadvocated that perhaps
the situation in which the piano is being
played should help us to know which
way to turn. If the piano is being played
in a home where the listeners are more
likely to be in close proximity to the
instrument, then single octave tuning
would be favored. If the piano is in a
concert hall, where the listeners are far-
ther away, then double octave tuning
would be favored, as the beats in the
single octave would not be heard, and
the “edge” that the octave takes on helps
it to carry in the hall. Psycho-acoustics

figure 1

figure 2

figure 3

4:14

Y

F3-— 42y ——F4 <a—2:1+ (4:2) —F54—2:14 —F6

be aurally verified, be-
cause once you allow
some stretching, where
A doyoudraw theline?

4:1+

F5~a—2:1+ (4:2-) —~F6 ~#— 2:14 ———F7

A

The fact that the exam
specifies single octave
tuning does not mean
that the PTG endorses
this type of tuning. It is
‘ my experience that more

4:1

F5--— 2:14

A ot

— G — 2.1} ——pF7

techniciansdislikesingle
octave tuning than like
it. Almost all of the con-
‘ cert technicians I know

come into play. Supposedly, humans
hear the treble flat, so we should tune it
sharp to compensate. Violinists are said
to play sharp in their upper register.
The PTG exam specifies single
octave tuning in the high treble, so at
least for this one tuning, you won’thave
to fret over which way to doit. Tune the
high treble octaves so that they sound as
cleanaspossible,such thatthe M10=M17
and P5=P12 (or electronically such that
with the machine set on octave seven,
the lights stop when both the upper and
lower note of the octave are played). For
the exam, do this and don’t look back.
Don’t even listen to the double octaves
in the high treble. The rationale behind
this is that since there is such a wide di-
vergence of opinion as to how much the
treble should be stretched, the exam
specifies how much, and the examinee
simply has to demonstrate the ability to
do such. From a practical standpoint, it
is about the only way the section could

e
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tune double octaves.
When asked about the
beats in the single oc-
taves, these technicians reply, “They
sound good to me.” And [ would haveto
agree with them. Concert instruments
aregenerally scaled well enough tomake
double octave tuning possible. But there
are cases where even I can’t take the
single octave sound. Since I generally
prefer double octave tuning, in these
cases | tune such that the double octave
is flat by as much as I can tolerate, and
live with the single octave which may be
wider than I would like, rather than
tuning the octave as wide as I can toler-
ate, and living with a double octave that
is narrower than I can tolerate.

In essence, I tune double octaves
with good sounding single octaves as
long as the piano will let me. If this
becomes impossible, 1 revert to the
“sharp single octave-slightly flat double
octave” compromise. If I can split the
difference, fine. If not, then [ leave the
double octave flat by the maximum tol-
erable amount, and live with the single
octave.

If you are used to tuning single
octaves, the octave quality which re-
sults from this type of tuning may be
hard to swallow. But in time, you will
getused toit, justlike you got used to the
taste of sour cream on your baked po-
tato.

For further information on treble
tuning, please read Michael Travis’ ar-
ticle on passing the tuning examination,
and the second part of Richard West's
article on treble tuning.

Until next month, please send
your questions and comments to:
Rick Baldassin
Tuning Editor
2684 W. 220 North
Provo, UT 84601



PRACTICALLY SPEAKING

Vertical Piano Damper Replacement: Part 11

Last month I presented methods of
diagnosing ringing dampers, designing
and making special replacement damp-
ers for problem areas in the piano, and
preparing damper felt for installation.
ThismonthIwill conclude withaunique
method of adjusting the damper heads
followed by damper felt installation.
That's right — 1 prefer to adjust the
heads first, before they have any felt on
them, and then install the felt. To under-
stand why I do this job “backwards,”
let’s first look at the problems we face
when trying to adjust dampers in the
usual manner.

What's So Hard
About Adjusting Dampers?

In the factory situation, damper
wire bending (for even pedal lift and
proper seating to the strings) is done
with the damper feltsalready glued onto
the wooden heads. Although this is
skilled work, it is made rcasonably easy
because the actions do not have ham-
mers, shanks, hammer rails or spring
rails at that stage. Thus
the worker has good
tool access and visibil-

ity, to say nothing of \

the skill acquired

Bill Spurlock
Sacramento Valley Chapter

the desired bend. Inaddition to limiting
tool access, these otheraction parts limit
visibility so we cannot easily see when
the damper is seating squarely to the
strings. Besides not being able to get our
tool where we want it or to see what we
are doing, we get to enjoy this work
while bending forward over the key-
board, straining our backs.

Although the side-to-side bends
(to center the damper over the unison)
aresimple enough, the foreand aftbends
aremorecomplicated because eachbend
has two effects: it changes the angle or
flatness of the damper on the strings,
and it also changes the timing of the
damper lift with the pedal, as shown in
figure 1. When we first make a bend at
the base of the wire to make a damper
lift evenly with its neighbors, we are
also changing the tilt of the damper
head, which upsets the parallel mating
of the damper and strings. When we
then make a bend at the top of the wire
so the felt will lay flat on the strings, we
have also changed the position of the
bottom of the damper
lever so it no longer lifts
evenly. Compounding

through doing the same
job on dozens of the
same model pianos
each day.

When we try to
do major wire bending
on a complete action,
we face a much more
difficult job. After
threading a bending
tool through hammers,
shanks, and butt
springs, we may find
that the tool does not
engage the wire at the
best spot to accomplish

felt mating
to string...

...also moves
lower end of
lever, affecting
damper timing.

M

figure 1: effects of wire bending

the problem is the diffi-
o culty of visually judg-
e e ing whenaspongy piece

of damper felt is actu-
ally laying flat against
the strings. Thus we end
up chasing back and
forth between these two
adjustments and either
taking way too long or
settling for a mediocre
job.

To get around all of

. these problems, I prefer

a method of adjusting
the heads before the felt
is glued on, with the
actiononthebench. This

method eliminates most of the tool ac-
cessand visibility problems, leavingonly
minor touch-up and spoon bending to
be done after the felt is installed.

Overview Of Procedure

As explained above, any fore and
aft wire bend affects both the flatness of
the damper seating and the timing of
damper lift with the pedal. Evenness of
pedal lift results from the lower ends of
alldamperleversbeinginastraightline,
so as thelift rod moves, it engages all the
levers at once.Therefore we can elimi-
nate this one variable and guarantee
even pedal lift by fixing all damper lev-
ers in a line. We can can do this simply
by propping the lift rod up so all levers
rest on the rod while the wires are bent
to position the heads the correct dis-
tance from and parallel to the strings.
This bending is done on bare wooden
damper heads, so the variable of spongy
damper felt is also eliminated. A few
sample damper heads are first adjusted
with the action in the piano (with the
pedal rod propped up), using wooden
gauge blocks in place of damper felt, so
parallel alignment of the heads can be
most easily seen. The action is then
removed to the workbench where the
lift rod is again propped up and elastic
thread “straightedges” are strung be-
tween the sample heads. All other heads
are thenadjusted to match these samples.
The action is then placed back in the
piano, where the felt is installed and
final adjustments made.

Whenthe pianoisin thecustomer’s
home, rather than in my shop, my pro-
cedure is to do the diagnostic work at
the piano, then bring the action to the
shop for old damper felt removal and
any other necessary service. If I deter-
mined during my diagnosis that special
dampers would be needed to correct
problemareas, I would make themupin
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figure 2: propping
up lift rod prior
to adjusting
damper heads

Prop up lift rod
until most spoons
lift at 1/2 hammer

blow distance —__|

the shop. I would then return to the
customer’s home and do all adjustment,
feltinstallation, and final “tweaking” as
explained here. I find that besides giv-
ing me better results and being physi-
cally easier, the method detailed below
takes me less time than doing all of the
wire bending with the action in the pi-
ano.

Procedure

After completing your diagnosis,
old felt removal, repair of damper lev-
ers, springs, etc. and preparation of new
felt, proceed as follows:

Step 1:(actionbackin the piano) If
youarere-using theoriginal heads, check
that they are even in height, using a
straightedge. If you are replacing heads,
duplicate the
original felt
height. Makesure
there will be at
least1/8" of space
between theham-
mersand damper
felts when the
dampers  are
lifted and the
hammers are
against the
strings. In the
bass, make sure

: there will be clear-
propped up

ance between

each damper and

the next hammer

to its right. Make

sure eachdamper

gauge block

Rwire
bending
tool

figure 3: gauge
blocks used to set
sample dampers

head is rotated square to the
strings as viewed from above.
Space the heads side-to-side so
they are centered over and
parallel to the unison strings.

Step 2: Select the
damper felt you will be using.
Make up four wooden gauge
blocks of eight, 10, 11.5,and 13
mm thicknesses, and choose
one to match each of the vari-
ous felt types: for bass damp-
ers, put a new bass damper in
place (no glue) between a
damper head and strings and
choose a gauge block that will
hold a neighboring head an
equal distance from the strings.
In other words, choose a gauge
block that will represent the
dimension of the damper felt to
be used. (The dimensions above apply
when replacing felt only. When using
damper feltthat comesalready mounted
on wood blocks, you will need a much
thicker gauge block.) Test both a mono-
chord and a bichord, and modify the
above block dimensions by sanding or
adding card stock if necessary. Select a
gauge block to match the tenor trichord
feltin the same way, and also for the flat
dampers. Most sets of flat dampers are
tapered in both length and thickness, so
you will need one gauge block for the
first tenor flat damper and another for
the last treble flat. These gauge blocks
will be used to accurately set the sample
damper heads in the piano.

Step 3: Determine how far to prop
up the damper levers with the pedal
when adjusting the samples. This will
determine where the levers will be later
when the damper felts are installed and
resting against the strings. When the job
is done, the lower ends of the levers
must rest far enough away from the
action rail that when the pedal is re-
leased, the lift rod can get back away
from them. Otherwise, ringing dampers
will result. However, they should not be
so far away from the rail that the spoons
have to be angled outward severely
causing them to dig into the lever felt.
Normally, it is easiest to just gradually
prop the pedal dowel up until most
spoons begin to engage when the ham-
mersare halfway to thestrings, asshown
in figure 2. This setting will minimize
later re-adjusting of the spoons. The
dowel can be propped betweena wedge
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and the bottom board; my preference is
to use a turnbuckle between the damper
lift rod and the top action post, since this
is easiest to adjust and will not slip.

Step 4: With the damper rod
propped up in the desired position,
carefully adjust your sample damper
heads using the gauge blocks chosen in
Step 2. Normal samples would be the
first and last bass damper heads, one
head which will have trichord felt, the
first and last heads to have flat felt and
one around note 55. Spend time to get
the samples consistent, so the gauge
blocks just fit between the heads and
strings without moving the heads back,
and so the heads sit parallel to the gauge
blocks, as shown in figure 3.

Step 5: Place the action on the
bench, and prop the lift rod up with the
turnbuckle between the lift rod and a
bolt placed in the action bracket, as in
figure 4. The position of the rod is not

small turnbuckle
from hardware store

figure 4: turnbuckle
used to prop up lift
rod with action

on bench

important, as long as all the levers are
resting on the lift rod rather than on the
spoons. Do not prop up theliftrod using
a rubber mute between the action rail
and the rod; this puts a horizontal force
against the rod, distorting it into a dif-
ferent shape than normal. The turn-
buckleexerts force vertically, in the same
direction as the damper lift rod, and
therefore gives the most accurate result.

Now set up a “straight edge” be-
tween samples by running two strands
of fine elastic thread (froma fabric store)
between each pair. Fasten the thread to
the side of each sample head with mask-
ing tape, and spaceitslightly away from
the face of the head with a piece of busi-



President's Message
Ronald L. Berry, RTT

Why is there an IAPBT? Is there any
real reason for technicians from around
the world to get together? Don’t the same
reasons we have our own organizations
apply to an international organization?
So why do we have our own organiza-
tions? Isn't it for exchange of ideas and
friendships among people in our own
business? It is true that language barri-
ers make it harder to exchange ideas but
they don’t prohibit it. Showing someone
how you do a particular job comes across
even without language. But if it were only
for exchange of technical information, the
IAPBT would probably not exist. It is the
friendships with other technicians that
keep an organization like IAPBT going. It
isthe vehicle to get people together so that
cross cultural exchanges can happen.
Planomanufacturingis certainly an inter-
national business and for technicians to
have a better understanding of other
countries makes us better people as well
as better technicians. Of course, factory
visits are valuable to technicians wher-
ever they are. They teach us about how
pianos are put together and often give us
methods for being more efficient in the
rebuilding shop, (although I can hardly
picture buying some of the robots I saw at
Yamaha for a one man rebuilding shop).

This business is different from most
others in that we truly become close friends
with our competitors. (Remember that
95% of us in the U.S. are self-employed
and are not tied to the sales of one piano
manufacturer.) There are many techni-
clans in other cities which are closer to me
than some of my own family members.
Formethe PTG is family in a very real way.
Expanding this around the world enriches
us all. One very important aspect of the
piano tuning business is that technicians
Continued on next page
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IAPBT: A Brief History
Charles P. Huether, RTT, MIMIT

Associations of piano technicians
have a long history, but they are primar-
ily groups organized in particular coun-
tries. Certain far seeing individuals, rec-
ognizing the value of international com-
munication worked quietly and with dedi-
cation over the years to develop a world
wide inter-organizational association. In
Europe this was achieved with the forma-
tion of Europiano. However, as the name
implies, it is reserved for organizations on
the continent of Europe.

In 1979, after many years of quiet
contact and preparation a group of visi-
tors, members of the Japan Piano Techni-
cians Association met with members of
the PianoTechnicians Guild at their annual
convention in Minneapolis, USA. In a day
long meeting they reached an agreement
to form a truly international organization
of Technicians Associations and worked
out a simple set of Bylaws. The Interna-
tional Association of Piano Builders and
Technicians was born.

Don Morton (PTG) and Nobuo Tanaka
(JPTA) were elected co-presidents. It was
agreed that a meeting would be held every
two years and arrangements were set in
Continued on page 3

Invitation To Seoul

A letter was received from Chen Sik
Chang, President of the Korean Associa-
tion of Piano Technicians. He said that
they had all learned a lot and appreciated
the meetings in Kyoto. They want to see
more of this kind of meeting. He takes this
opportunity to invite everyone to come to
the 1991 meeting in Seoul when everyone
can be together again. They will try hard
to make this meeting the best they can
and will prepare lots of events. They feel
that meeting with other technicians will
make everyone better technicians.



President’s Message...

are happy with their work and take pride in it. Many
people in other lines of work hate their jobs, but piano
technicians often feel lucky that someone will pay
them to do something they love to do.

There are more tangible things that an interna-
tional organization can do. By networking with each
other about the kind of promotions we do we can share
our ideas. I would like to see us standardize and
compile piano nomenclature in all our various lan-
guages. This work has been done in Europe and that
format can be useful for us to follow. In North
America currently, efforts are under way in
Quebec and Mexico. The Quebec French is
different enough that they are working on
their own set of terms apart from those
used in France. In Mexico, likewise, they
are compiling a set of Spanish terms. By
adding other languages to this effort we
can help bridge the language barriers that
exist between us.

This organization belongs to all of us.
Give us your ideas for what you think
needs to be done and how we can do it.
Letters to the Editor are always encour-
aged. IAPBT has gotten off to a good start
and its role will become more and more im-
portant as the world continues to shrink.

The 6th IAPBT meeting in Kyoto,
Japan was a large success. Representa-
tives from Japan, Korea, Taiwan, and the
United States were present for the Council
session. At that meeting a Bylaws amend-
ment was passed to remove the limit to the
number of Board members. Now each
member organization is entitled to one
director and those organizations with more
than 1500 highly qualified members are
entitled to two directors. The size of the
Board will grow as more organizations
become members.

The Board of Directors was elected
and is as follows:

Ronald Berry, USA, President

Bo Jung Lee, Korea, Vice President

Kenzo Utsunomiya, Japan, Secre-

tary/Treasurer

Kazuyki Oghio, Japan, Director

Edwin Hilbert, USA, Director

Ling Ho (Tom) Liu, Taiwan, Director

Since no delegation from Australia
was able to-attend, no director from Aus-
tralia was elected during the meetings.
They may elect a director to serve on the
Board of Directors for the next two years.

The Council session also reaffirmed
its decision to maintain A-440 as standard
pitch and to make this resolution known to

music groups and conductors around the world.

The 1991 meeting of IAPBT was set to be in Seoul,
Korea and for 1993 it was decided to contact Europi-
ano and try to have the meeting in conjunction with the
Europiano meeting that year. After the Council meet-
ing was a symposium which was certainly the high
point of the meetings. Each member organization was
asked to prepare a presentation on the future of piano
tuning and the piano industry and include an overview
of the present situation in each country. Scripts of
these presentations were provided in English and
Japanese. Each speaker’s presentation was simulta-

neously translated in English, Japanese, Korean,
and Chinese. With the simultaneous transla-
tion, questions could be asked of each
speaker by anyone in the audience. Presen-
tations were given by Ling Ho (Tom) Liu of
Taiwan, Bo Jung Lee of Korea, Charlie
Huether of USA, and Tokuichi Ojima of Ja-
pan. As part of his presentation, Charlie
Huether showed an 11 minute promotional
video tape, produced by the PTG, showing
the value of piano service and the impor-
tance of getting a qualified technician. While
each country presented its own view and
problems, the fact that we are all in very
similar situations became clear. This showed
that by working together internationally we
can accomplish more than we can individu-
ally.

The participants in the IAPBT meetings
were also treated to factory tours of Kawai
and Yamaha as well as receptions by each
company. Both of these companies pro-
vided spectacular buffet meals at these re-
ceptions which gave everyone a chance to
sample Japanese cooking (and non-cook-
ing at the sushi bar). These events gave
people a chance to make friends and ex-
change ideas with technicians from around
the world. Despite language barriers, our
common interest in the piano made a great
deal of communication possible. The party
closed with the singing of "Auld Lang Syne"
and the promise of seeing each other in
Seoul in 1991.

U.S. Industry Groups Meet

Informal discussions among officers and
executives of various piano-related organi-
zations in the United States have led to a
greater degree of cooperation and under-
standing. The talks, which have involved
technicians, manufacturers, dealers, teach-
ers and sheet music publishers and retail-
ers, have taken place at various industry
conventions and trade shows. Discussions
have centered on ways of increasing public
awareness of the piano.
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motion to meet in Switzerland in two years. That
meeting was held while delegations from PTG and
JPTA were attending the Europiano annual meeting in
Gwatt. At that meeting, the IAPBT officers introduced
their new organization to Europiano’s officers and
invitedthemtojoin. The invitation was declined at that
time.

Subsequent meetings and conferences were held
in Tokyo, Kansas City, Toronto and Kyoto. The 1991
meeting will be held in Seoul, Korea. Although IAPBT
has attracted no organizational members from Eu-
rope, it has expanded around the Pacific Rim. Mem-
berships have been granted to the Taipei Piano Tech-
nicians Association., Korea Association of Piano Tun-
ers and the Australian Piano Tuners Association. We
look forward to meeting once more in Europe in 1993
and hope that at that time, or even sooner, the IAPBT
membership will be expanded to include European
organizations.

As part of an ongoing attempt to interest non-
member organizations to join, IAPBT has allowed some
temporary individual memberships in countries where
there is no organizational member. We have such

Mexican Organization Founded

The first association of piano tuner-techni-
cians in Mexico was organized in Mexico City during a
May 26-27, 1990, seminar. Francisco Chavez, organ-
izer of the seminar, was elected the organization's first
president. A six-member committee was elected to
begin planning for a 1991 seminar and to begin the
formal organizational process for the new association.

The May seminar was the second in Mexico
City. Members of PTG's South Central Region assisted
in planning the seminar and teaching classes, and will
continue to assist in organizing the new association.

IAPBT Song A Hit In Kyoto
At the meetings in Kyoto, an IAPBT song was

written by Anne Doerfler of Toledo, Ohio, USA. While -

in some ways this seems very simplistic, it became
quite meaningful as we all realized that despite the
greatest language barriers, music was indeed the
universallanguage. Each delegation developed its own
translation of the words which could all be sung at the
same time.

The tune is “Are You Sleeping” (Frere Jacques)
and the words in English are listed below:

“IAPBT, IAPBT
Around the world, Around the world
Friends who love pianos, Friends who love pianos
Hand in hand, Hand in hand”
(repeat)

individual members in England, Germany, Norway
and Hong Kong. It is our hope that through these in-
dividual memberships we may ultimately attract or-
ganizations from their respective countries. As the
world grows smaller and interest in pianos, perform-
ance, service and manufacture grows worldwide, it is
in the best interests of everyone whose work relates to
this extraordinary instrument to maintain worldwide
contact with like-minded people and organizations.

IAPBT started as an idea 10 years ago. It has
survived and grown under difficult circumstances.
The validity and the importance of the organization
and its original concept has been proven by the fact of
its survival. Now we must go beyond survival. We have
the foundation laid by the hard work of those who were
involved in its development. We must go forward
achieving wider membership, wider recognition and
greater accomplishments. The door is open. The
“Welcome” sign is out.

Conventions Planned
U.S.A. —July 7-11, 1990

The Piano Technicians Guild's 33rd annual
International Convention will be July 7-11, 1990, in
Dallas, TX, U.S.A.

The convention, tobe held at the Hyatt Regency
Hotel at Reunion Tower in Dallas, will include a3 1/2-
day Technical Institute comprising more than 90 classes
in all aspects of piano technology. Forty-six classes will
be taught by independent technicians from the United
States and Canada, with the remaining classes con-
ducted by representatives of various piano manufac-
turers and suppliers of parts, tools and equipment.

The program also includes exhibits, a spouse
program, membership and organizational meetings,
and the Guild's annual Awards Banquet.

For more information, contact the Piano Tech-
nicians Guild Home Office, 4510 Belleview, Suite 100,
Kansas City, MO U.S.A. Telephone: (816) 753-7747.
Fax: (816) 531-0070

Australia — Nov. 8-11, 1990

From IL.J. Lindsay, national secretary of the
Australian Piano Tuners & Technicians Association
comes word of that organization's upcoming conven-
tion in Perth, Western Australia. The convention,
hosted by the Pianoforte Tuners and Technicians
Association of W.A. , will be November 8-11, 1990, at
the Perth Sheraton Hotel.

The convention schedule includes lectures by
Max Matthais (Steinway), Peter Lemmell (Bésendor-
fer), Klaus Fenner and technical representatives from
Yamaha Australia. Also scheduled are an AP.T.T.A.
general meeting, dinner and convention banquet. For
more information, write A.P.T.T.A., P.O. Box N.164,
Sydney 2000, N.S.W., Australia, or the convention
organizers, P.T.T.A. of W.A,, C/-36 Silvertop Terrace,
Willetton, W.A. 6155.



IAPBT Newsletter Debuts; Articles, Information Needed

Atits meeting in Kyoto, the IAPBT asked the Piano
Technicians Guild to consider being a permanent
address for IAPBT and take the responsibility for
producing a newsletter. At its meeting in Portland, OR,
the PTG Board of Directors agreed to take on this
responsibility. This newsletter is the first one done
under this concept. We will try to produce two news-
letters a year. I had hoped to that this one would have
come out in the fall, but that did not happen. This
newsletteris being sent to all piano technicians organi-
zations we know of, whether or not they are members
of IAPBT.

In order to keep this newsletter going we need
input from you. Anyone with information they would
like to share with the world community of piano tech-
nicians is welcome to send articles to the IAPBT office:

IAPBT

4510 Belleview, Suite 100
Kansas City, MO 64111-3577
(816)753-7747

FAX (816)531-0070

Articles may be sent in your own language or in
English. Member organizations are responsible for
translation and distribution to their own membership.
It is the international flavor that makes IAPBT special
and the newsletter will reflect this if we get articles from
various countries. Below is a list of those organiza-
tions that received this newsletter. If you know of other
piano technicians organizations please let us know so
that they can be included.

IAPBT's Seventh Biennial General Meeting

Seoul, South Korea

June 5-7, 1991

Hosted by the Korean Association of Pilano Technicians




ness card. See figure 5. Temporarily bend
* anyother damper headsback away from
the threads if they interfere with a
straight line between samples. You now
have unobstructed access and visibility
to adjust all damper heads in line with
the samples. Adjust each damper head
until it is the business card’s thickness
away from the threads. No heads should
touch the threads: otherwise they will
upset the straight line.

Step 6: With the action back in the
piano, re-check that the heads are lined
up side-to-side with the unison strings
and adjust as needeed. With the pedal
no longer propped up, glue the felt to
the heads, letting the damper springs
clamp the feltagainst the strings. Gluing
the dampers on in-place is the best way
to ensure perfect
alignmentof the
bass and
trichord felts
with their
strings.  Flat
dampersneed to
be clamped in
thecenterorelse
they will not
glue flat against
the blocks, and
their crease will

gap

1/8" rod —~

be less. To do
figure 6: gluing this, glue on the
on flat dampers first flatdamper
andoneupatthe

tenor/treble
break. Put a length of 1/8" rod between
these two dampers and the strings,
positioned so it rests in the crease of the
felts; these dampers will hold the rod in
place as the other dampers are glued on.
The rod will clamp the dampers flat
against the heads so they have a deep
crease as shown in figure 6. Repeat for
the section of flat dampers above the
treble break.

Step 7:Fine-adjustdamper lift with
the pedal. If things are going your way,
thedampersshould nowliftfairly evenly
with the pedal. Before doing any fine
adjustment, check to see whether one
end of the damper section lifts sooner
than the other; if so, remove the action
and bend thelift rod hanger for thatend
so the rod rests closer to the action rail
(push that end toward the rail while
pulling the other end away). Be careful
—a very slight bend makes a big differ-
ence.

elastic 1:hread-\\_kt
sample —A/ﬁggg_— -

figure 5: using elastic thread for straightedges

At this point the wire bending
required toevenout the pedalliftshould
be very minor, and not enough to upset
the parallel mating of the felt to the
strings. Here I find it counter-produc-
tive to go in with the usual wire bending
toolsbecause they usually upset the side-
to-side alignment slightly in the process
of making fore and aft bends, especially
in the bass where the wires are very
angled. Instead, I prefer to just use my
fingers and a hook or screwdriver, as
shown in figure 7, to make these small
changes. Whentheadjustment getsquite
close, use your foot to just barely wink
the pedal to identify the first few damp-
ers to move. These can be slowed down
by depressing the pedal fully and nudg-
ing the heads slightly with a finger.
Remember that your bass and trichord
feltsarenow perfectly aligned with their
strings, so try to avoid any bending that
will change their side-to-side position.

If 1ifting too early, pull wire
back with hook while nudging
damper head forward:

Step 8: Adjust damper spoons. |
described spoon bending in detail in the
December 1989 Journal, p. 19, and rather
than to repeat that material here, I sug-
gest referring back to that issue. To
summarize however, [ recommend us-
ing a spoon bender rather than the
scheme of adjusting spoonsonthebench.
Yes, it is possible to use a spoon bender,
and I believeit to be the fastest and most
accurate method. But if I can adjust the
damper heads on the bench, then why
not the spoons too, you may ask? The
difference is that poor visibility and tool
access make extensive damper wire
bending very difficultin the piano; once
the bench adjustments are done, the
minor tweaking necessary for a fine
regulation of the damper wires is easily
and accurately done in the piano. How-
ever, with the right spoon benderand a
little practice, there is no tool access
problem with spoon bending in the

If 1ifting too late, push

against lever with screwdriver
while pulling head back:

figure 7: fine-adjusting dampers for even pedal lift
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piano. There is also no visibility prob-
lem, since the only thing we need to see
is the damper lifting when the hammer
is halfway to the string. Fitting the spoon
benderinto the spoonisdoneby feel. Al-
though sample spoons can be set in the
piano and others set to match on the
bench, the regulation will usually not be
perfectly uniform, and some trial and
error will usually be necessary to refine
the job. This is time consuming at best,
and out of the question with spinets.
Using a spoon bender, it is as easy to
make a big adjustment as a small one, so
I find it simplest to just set the spoons

once and be done withit. By propping a
gauge at one-half the blow distance and
lifting each wippen to bump the ham-
mersagainstit, youcanimmediately see
the exact damper lift point, adjust as
needed, and go to the nextone. This pro-
cedure givesa perfectly uniform adjust-
ment in one pass. Again, see the afore-
mentioned article for complete instruc-
tions.

Conclusion
The damper adjustment proce-
dures I've outlined above may sound

DUAL TRUCKS

THE PIANO BENCH of the ARTISTS

e

rather complicated; however, they are
actually easier to do than to describe.
They key to doing any regulation work
well is to first have an understanding of
how the mechanism works, and then to
follow an organized and direct series of
steps in adjusting. In that way no work
is wasted, you know you will get the
desired end result, and the job becomes
routine.

After a month off, I'll continue this
series with a look at shop jigs you can
use to do your own pre-filling, tail shap-
ing, etc. on grand hammers. £
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EXAMINATIONS

Learning To Pass The PTG Tuning Exam
Part VIII: High Treble

Tuning the high treble as required in
the PTG Tuning Exam presentsa unique
challenge, especially for aural tuners.
The higher frequencies and short sus-
tain times can be difficult to hear, false
beats often interfere noisily with beat
rate checks, and those short strings are
relatively more difficult to control from
the tuning hammer. Other problems
arise if you're not used to tuning with a
strip mute and haven’t practiced with
one in advance, or simply if you've run
out of time and have to do arush job on
the top octave. I hope by now you are
sufficiently aware of exam time limits
and that you must budget your time so
you can finish all the required notes.

Your examiners will normally be
reluctant to suggest how you should
tune for an exam, and this is good. We
want to give everyone the same infor-
mation to start with in order to be as
objectiveaspossible; that'swhy wehave
you read and understand the standard
instruction sheet beforchand, and then
leave it with you for the duration. Mak-
ing too many suggestions just before an
exam can do more harm than good,
causing already nervous examinees to
experiment with unfamiliar procedures
which have a high probability of not
working well the first time. We recog-
nize that advice carries a burden of re-
sponsibility for theadvisor,and it’sbetter
to let examinees make their own mis-
takes without giving them an excuse to
blame examiners.

The exception to this is that we
advise you to tune the top octave a cer-
tain way. The following statement ap-
pears among the standard tuning exam
instructions:

“For purposes of thisexamination,
do not stretch the high treble more than
isnecessary to get good, clean-sounding
octaves all the way to the top.”

Michael Travis, RTT
Washington, D.C., Chapter

We do not advise you in the exam
room how to set pitch, tune a tempera-
ment or midrange, what kind of octaves
you should use in the bass, or what tests
are particularly valuable in the treble.
Yet we do specify a particular result for
tuning the high treble. Why?

Simply because, unlike most other
areas, there are equally acceptable but
divergent approaches to tuning in the
rarefied atmosphere of the “high C-
area,” and we want to be as fair as pos-
sible by telling you in advance which
one will give you the best chance of
scoring well. Rest assured, PTG has no
interestin promoting single octave high
treble tuning for its own sake. If you've
been following the listing of references
in this series, you may recall mention of
Rick Baldassin’s Journal articles of April
1988 and May 1988 which graphically
show theresultsof various types of treble
octave tuning, and Rick has done a fine
job of discussing the advantages and
disadvantages in each case. Keeping up
with currentinformationis partof being
a good technician, and the information
is there for the reading.

What this boils down to as far as
we're concerned with here is that
whether or not you happen to think
clean-sounding single octaves sound
good in the context of your daily work,
you should have the knowledge and the
skill to control what you do, and to tune
the top octave a certain way by choice,
not chance. If we did not specify how to
tune the top octave, you’d have less of a
chance to score well there, since we
compare whatever you do in the top
octave toaclean-sounding single octave
tuning.

The High Treble In The Exam
This is the sixth scored section of
the exam, following pitch, temperament,

midrange, bass and treble, and encom-
passes only the 12 top octave notes from
C7-B7. For exam purposes, you don't
tune C8. The tolerance in this section is
the same as for the low bass (octave
one): one penalty point per (pitch-cor-
rected) six cents deviation from the
master tuning. Deviations of 0-5.9 cents
are scored as 0 penalty points; 6.0 -11.9
cent deviations are scored as one point,
etc. The percent conversion multiplier is
one, so for example three points off in
the high treble would convert to a score
of 97%.

Although simple arithmetic and
the above information make it clear that
you could pass the high treble section at
80% with the maximum allowed 20
points off over this span of 12 notes, that
doesn’t make it a giveaway. The exam
wassetup so this section isas easy to fail
as any other section, and even with a
greater average passing pointallowance
per note (20/12 = 1.67) than any other
section, failure occurs all too regularly.
Let’s see what we can do here to prevent
some of that.

A Minor Correction

First, I'd like to append my stated
procedure for electronically tuning the
treble octaves for the exam. Last time |
suggested that tuning the treble as 2:1
octaves that are one cent wide from
aboutC5all the way to the top should be
sufficient to pass the test, provided you
have a good midrange to base this tun-
ing on and your hammer technique is
adequate. [ referred to this as the “2:1
plusacent” rule,and Istill stand by that.

However, I then added that you
could refine this rule by employing pure
3:1 P12 tuning up through about the
middle of octave six, and that’s where |
may have confused things. What I actu-
ally meant to say is this: set the instru-
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ment on the note being tuned, play and
measure the single octave below, add
one cent to the display (for the 2:1 oc-
tave, one cent wide) and then check the
P12. The modified rule and the sug-
gested procedure is to tune the note so
that it’s at least one cent wide of a 2:1
single octave, but up to 1.5 cents wide if
this produces a more pure 3:1 P12 with-
out putting more than about one bps
into the 4:1 double octave. If you still
don’t understand this and need more
clarification, please call my number in
the PTG Directory.

High Treble Tests '

Tuning the top octave seems to
give a lot of technicians fits. Yes, we all
get the job done somehow, and no, most
customers probably don’t appreciate a
very refined approach in this area. Rule
number one of tuning a high treble note
is don’t leave it flat, and rule number
two is make it sound about a half-step
higher than the note below it. So what’s
flat, and how do you judge a half-step?
There is a difference between what you
do for your customers and what you do
in the exam room. For your customers,
you try to give them what you think
they want, which most often gives youa
lot of leeway. In a tuning exam, you try
to tune clean-sounding octaves, and
suddenly you have less of a choice, less
slop-factor,and you have to control your
tuning better than you're used to. The
remedy is to practice the requirement in
advance of the test, as previously stated:

Hint #4: Practice tuning the top
octave by playing just the single octave,
both notes simultaneously, especially if
you usually tune in that area by playing
the notes sequentially (which will drive
the single octave too sharp), until you
can hear the single octave when it beats
as well as when it is clear.

If you have access to a VDTA such
asaSanderson Accu-Tuner, another way
to practice hearing those high treble
octaves is to set up the instrument as if
you were going to tune a note electroni-
cally as described above, using the
simple “2:1 plus a cent” rule, and see
how well you can match the electronic
settings aurally. Atfirst, just tune to stop
the lights, playing the note normally
and listening very carefully to what
happens as the lights slow down and
you approach a pure single octave. You
should hear a “spike” in the volume of

the note being tuned as it begins to ex-
cite the second partial of the open string
one octave below (if it’s not open, press
and hold the key to raise the damper
without sounding the note). This vol-
ume increase is due to string coupling
(the played string “rings the chime” of
the unplayed butopen string). Once you
detect that you can listen for the actual
beats, whichslow downas thenotebeing
tuned approaches a pure 2:1 octave.
These beats are often mistaken for false
beats, but they are not because they can
be literally tuned out the closer you get
to a pure single octave.

Hint #22: Practice the “resonance
test” method of tuning the top octave
with or without an instrument. First get
the note in the ballpark by playing both
ends of the octave together and elimi-
nating the 2:1 beats, or by setting the
octave to a 2:1 plus one cent width. Fine
tune by playing the top note by itself
and pushing, pulling and nudging the
tuning hammer as you find the “sweet”
point of the single octave, the point of
greatestexcitation of theopen string one
octave below. Settle the string/pin at
that point.

The effect of this kind of tuning is
similar to that of turning up the treble
brightness control on an electronic pi-
ano. The note is apparently louder and
brighter,and has greater sustain, atleast
up close to the piano, when tuned this
way.

A more conventional tuning test
for the top octave would be the M10-
M17 test for the single octave. Example:
Tuning E7, play the M10, C5-E6 and
then play the M17, C5-E7. Equal M10-
M17 beat rates denote a pure 2:1 single
octave.

Another test which isindicative is
the M3-M17 test for the double octave.
Youmay recall in the discussionof treble
tuning, we noted that the double octave
is tuned up to one bps wide in the vicin-
ity of C3-C5, but gradually gets nar-
rower as you go up. At some point,
usually the upper part of octave six or
the lower part of octave seven, double
octaves will be nearly pure, and from
around that point to the top, they are
usually going to be narrow when you're
trying to tune clean single octaves. So
this test should be interpreted appropri-
ate to your location in the scale. For
example, tuning F7, play the M3, C#5-
F5 and then play the M17, C#5-F7. The
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M17 should not be faster beating than
the M3. If you moved the note being
tuned and all test intervals down an
octave, then the M3-M17 test should be
about equal- beating, and if you moved
everything down another octave, the
M3 should be up to one bps slower than
the M17.

ParallelM17s may not change very
much in the top octave, or may actually
regress in beat rate. If you get a steady
increase in parallel M17beat ratesall the
way to the top, your tuning is probably
better described as double octave tun-
ing, notsingleoctave tuning. Sufficeitto
say, if you find a M17 that sticks out,
havinga noticeably faster or slower beat
rate than its parallel neighbors up and
down, thiscould indicate a problem that
needs correcting.

A test to see whether a top octave
noteistoo sharpis the P12-P19 compari-
son test. In single octave high treble
tuning, comparing the P12 and the P19
down from thenote should indicate that
the P19 is faster-beating than the P12. If
the reverse is true, then the note is too
sharp. For example, tuning A7, play the
P12, D6-A7 and then play the P19, D5-
A7.If the P19 is beating faster than the
P12, A7 is probably not too sharp, but if
the P12 isbeating faster than the P19, A7
is too sharp.

Wild strings sometimes limit the
usefulness of beat-rate checks in octave
seven, but there are a few other things
you can do to try to verify your high
treble intonation. Gross problems could
be indicated by playing the tetrachord
notes (do, re, me, fa), with “fa” the note
you're checking. This test relies on your
musical pitch sense. For example, test
A7 by playing E7, F#7, G#7, A7. If A7
sounds flat, it probably is. Compare also
with the same notes one octave down,
see if you detect a difference or if the
note spacing sounds similar.

Another musical test is one that
might be called the “octave arpeggio”
test, playing octaves in succession up to
the note being tested. (I know it’s not
really an arpeggio, butI think the name
fits this test). For example, tuning F7,
check by playing lightly legato and in
rapid succession, F4, F5, F6and F7. Does
F7 ring aboutlike it should, or does your
musical pitch sense tell you it's off?

A variety of actual arpeggio tests
are commonly used and may be helpful,
but you should alwaysbe aware of what



you're trying to do in tuning the top octave for the tuning
exam since some of these types of tests will give results that
are not consistent with the “good, clean-sounding octaves”
required, and can cost you penalty points if you're not careful.
If, for example, you use a major tonic arpeggio over a double
octave, such as F5-A5- C6-F6-A6-C7-F7 to test F7, you should
be aware that if the F7 sounds good you could already be too
sharp for the tuning exam. Remember that the F5-F7 double
octave may actually be narrow when you have a clean single
octave, F6-F7, so this double octave arpeggio would mainly
be useful for indicating sharpness (when F7 sounds either OK
or a bit on the sharp side with the arpeggio). The danger of
most arpeggio tests is similar: they tend to drive the high
treble sharp with respect to clean single octaves.

In Conclusion

Successfully tuning the top octave for the PTG Tuning
Examrequires that you learn how to tunecleansingle octaves,
and that you do so on the exam piano. It is a skill that seems
simple enough, butlike other skills, takes practice to getright.
If possible, use a VDTA to train your ears to the sound of a 2:1
octave, and test your top octave tuning in advance. Then, on
exam day, after doing a first pass over the entire treble and
then fine tuningoctavesfive and six, lay downaseries of clean
single octavesin octave seven, checking witha series of equal-
beating M10-M17 tests, and also listening for the greatest
open-string resonance with the note one octave below. Be
sure to allow adequate time for this octave, since itisasimpor-
tant as any other section of the exam.
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AT LARGE

Piano Action Touchweight; Part II

In the previous article, we discussed
the three factors which contribute to the
touchweight of a piano action: weight,
friction, and leverage. In the next sev-
eral articles we will discuss each of these
factors in detail and examine how each
one affects the others.

Weight

Asmentioned, thisis the weight of
all action parts, keys, hammers and the
lead weights used to counterbalance or
add to the weight of those parts. Any
spring tension acting on thekey oronan
action part other than in the damper
action would also be considered as
weight. In a grand piano action, the arc
of the hammer travel is effectively at a
right angle to the keybed. The hammer
shank must lift from a resting position
below horizontal to one parallel with
the string (in a well-constructed piano,
the strings should be effectively parallel
to the string upon impact with the cen-
ter line of the hammer molding perpen-
dicular to both the string plane and the
center line of the hammer shank). Dur-
ing this travel, the hammer is working
totally against gravity. Due to this verti-
cal hammer travel and the fact that there
isno lost motion in a grand action, there
is a great amount of weight exerted on
the capstan. The standard in grand ac-
tion assembly is that the weight bearing
onthecapstan screw iscounterbalanced
by the use of small, round lead weights
in the playing side of the key (on the
playing side of the balance rail). The
weights being placed on the playing
side of thekey apply astaticload against
the weightbearing on the cap$tan screw
and help the pianist to depress the key.
So, in a grand piano action, the lead
weights used in the key counterbalance,
orsubtractfrom, the weightof theaction
parts bearing on the capstan screw. It is
helpful to think of the leverage mecha-

Alan Vincent, RTT
Los Angeles Chapter

nism in the grand action as a see-saw
with the hammer on one end and the
key weights on the other. The technician
should remember thatany weight placed
on the playing side of the balance rail
will impede the return of the key to the
resting position. The number and place-
ment of the weights is critical and mis-
takes can be made which will hinder the
function of the action. The placement of
the counterbalancing weights will be
discussed in a later article.

The weight standard used for the
counterbalancing (hercafter referred to
as“weighing off”) of thehammer weight
isusually between 50 and 57 grams. The
weight standard is placed on the key at
a certain point (usually near the front)
and the weights are arranged on the key
until the desired lift of the hammer to
the point of let-off is achieved. To date,
there have been two schools of thought
regarding the placement of the weights;
one hasbeen to place the weightsevenly
out from the balance rail and the otheris
to place the first weight at the furthest
point possible away from the balance
rail (the point where it will have the
most effect) and then to fill in the re-
maining weights back to the balance
rail. Weighing off from the balance rail
out offers a smaller incremental adjust-
ment of the touchweight and an even
placement of the weights from key to
key. Weighing off from the front of the
key back allows for the use of fewer
weights which saves manufacturing
time and material costs.

Normally, the amount of weight
necessary to counterbalance the weight
of the hammers would decrease from
the bass to the treble in direct relation to
the decreasing hammer size. More lead
weights are needed to counterbalance
the heavier bass hammers and fewer for
the lighter treble hammers. The addi-
tional weight of the front key lever arm
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(once the key weights are installed) and
the increased friction caused by the
heavier bass hammers will result in
upweight measurements which are
lower in the bass and increasing when
progressing into the treble. This is a
normal occurrence when an action is
weighed off from bass to treble with a
consistent downweight standard.

When discussing weight in regard
to the piano action, we must also intro-
duce and consider inertia. Inertia is the
tendency of a body at rest to remain at
restand the tendency of onein motion to
remain in motion. The amount of inertia
present in a certain moving part in a
mechanical system is determined by
weight and acceleration. In the piano
action, acceleration of the hammer to-
wards the string is accomplished by the
use of leverage. Changes in leverage or
weight will affect the inertia present.
Inertia must be considered, as both the
upward and downward movement of
the key and hammer are equally impor-
tant.

Using the previously mentioned
analogy of the see-saw with the hammer
on one end and the key weights on the
other, we can imagine 200 pounds of
weight on each end of the see-saw, re-
sulting in a slow up and down move-
ment. The heavy weights at the ends of
the lever arms create large amounts of
inertia: the weights would be difficult to
startin motion and then difficult to stop
and move in the opposite direction. The
heavy weights would also increase the
friction present at the pivot mechanism
which would further slow the up and
down motion of the see-saw. If the
weights were lightened to 50 pounds,
then the inertia would be reduced, as
would the friction, resulting in a more
rapid up and down movement of the
see-saw and less force required to start
or stop the weights in motion.



In the grand piano action, excess
inertia could be present due to an in-
creasein hammer weightand that weight
having been counterbalanced at the key
with additional lead weights. Although
anacceptabledownweight (50-57 grams)
could be achieved in this situation, the
excess weight at the ends of theleverage
mechanism and the inertia they would
create would cause the action perform-
ance to be sluggish. Again, because of
the friction caused by the hammer and
the weight of the frontkey leverarm, the
upweight measurement would be low.
Alowupweight measurementindicates
that the key is not returning to the rest-
ing position decisively, which is neces-
sary for good repetition.

A situation in which a technician
would be likely to encounter a
touchweight problem would be in the
replacement of a set of grand hammers.
Since this isa common and fairly expen-
sive service procedure, the technician
must be certain that touchweight prob-
lems are not “builtin” during the course
of hammer replacement and that the
actiondelivers good performance when
returned to the customer. Since theolder
hammers might have been lightened in
weight due to shaping over the years
and the friction within the action and
keys would have diminished due to a
need for recentering and rebushing, the
touchweight of the action should have
increased as a result of the work per-
formed. The customer may perceive the
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action to be much heavier, but is not
likely to complain if the touchweight
falls within an acceptable range.

The grand piano action is con-
structed with a 5:1 leverage ratio. This
means that five units of hammer move-
ment can be achieved with one of the
same units of key movement. The speci-
fications of .375" of key dip and 1.875" of
vertical hammer movement (hammer
blow)are commonly quoted asevidence
of the 5:1 ratio within the grand action
(five times .375" equals 1.875). This lev-
erage ratio tells us that a one-gram in-
crease of weight at the hammer will
account for at least a five-gram increase
of the downweight measured at the
playing end of the key. The increase will
actually be more because the weight
increase willalso increase friction within
the action part assembly (the heavier
hammer pushes the knuckle down
harder on the jack and repetition lever,

the wippendown harder on the capstan,
etc.) which is measured as weight at the
key. With the one-gram weight increase
at the hammer, we will find the
downweight to increase at least five
grams plus an additional quantity for

added friction. As mentioned before, all

of the contributing touchweight factors
are measured in the same manner soitis
up to the technician to determine the
cause of the touchweight problem and
effect the correct repair. A detailed ex-
amination of the 5:1 leverage ratio in the
grand action will be covered in a future
article.

Next month, we will cover friction
and its effect on touchweight. All tech-
nicians deal with frictional adjustments
to the action. These can be as simple as
easingtight key bushingsand repinning
tight action centers. These and many
other aspects of piano action friction
will be discussed next month. =
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Bridge Recapping: Location And Measurement

We left off last time having discussed
inanintroductory way the job of bridge
recapping. This article brings us to the
next phase of the work: locating the
originalcapinthex,y,and zaxes so that
a new cap can be placed accordingly.

Beforeabridge top canberemoved
three things must be taken care of: 1. A
pattern, or “rubbing” must be made
which duplicates and preserves the
outline of the bridge top including the
position of the bridge pin holes; 2. The
heightof thebridge, both frontand back,
(sometimes there is a significant differ-
ence not worth duplicating); 3. The fore-
and-aft and side-to-side location of the
original bridge top must be referenced
to some set of points. Usual reference
pointsare taken from the original bridge
body (that part of the bridge whichisleft
after the cap has been removed), or the
piano case or, for some, the plate. Obvi-
ously theideaistolocate the new bridge
top in the same position per the original
in reference to three axes, i.e., the x axis
whichis side-to-side, the y axis which is
fore-and-aft, and the z axis which is up
and down. This article presents a couple
of ideas on how to accomplish this.

The Pattern Or Rubbing

Referring to photos 1 and 2, you
see two rubbings for two different
bridges. Photo 1showsabridge whichis
attached to the original soundboard in
the piano case. Notice that the paper on
which the rubbing is made is quite wide
compared to the narrow bridge top. This
is so for two reasons: 1. The width of the
paper helps preserve the curved shape
of the bridge much better than if the
paper were narrow; that is, a pattern is
useless if, after having been made, it can
be picked upand placed downbutnever
in the same way twice. A narrow pat-
tern, unless made of quite rigid mate-
rial, will never drop back down in the

Nick Gravagne
New Mexico Chapter

same position twice. 2. The curving
sweep of the bridge more or less de-
mands a wide pattern anyway.

(Mylar — thin plastic —is a favor-
ite of many technicians for pattern
making, but I still prefer white paper
since more information can be trans-
ferred from the bridge top to the pat-
tern.)

You will notice in photo 1 that the
outline of the bridge top is clearly evi-
dent; casy to see are the holes, notching,
and even the string grooves. The paper
on which the rubbing is made is called
Kraft paper, which is white and not as
thick or heavy as wrapping paper, and
comes in rolls of various widths.  have
been finding this paper at stationery
stores and the like. The blackened out-
line of the bridge top is simply made by
rubbing the side of alead pencil over the
paper which sits on the bridge. Get as
much information on this rubbing as
possible — holes, notching, width of
bridge (more or less), string grooves,
etc. Apart from the holes, the rest of this
information may not be necessary, but
after the bridge top has been removed it
will be the only record of what was
there. I can almost guarantee that you
will refer to the “unnecessary” informa-
tion for some reason or other. While atit,
now is the time to record those items,
should there be any, that need correct-
ing in the new cap. Check to see if the
notch sides are at least parallel; if not,
departingata slight angle, to the strings
as they leave the bridge top. Actually,
this condition should be noted before
the piano is unstrung. Also check the
left-most string landing (as facing the
piano) of the unisons: Is there plenty of
wood there for that left string to seat on?
Or barely enough? Make corrections in
the new cap. We'll touch more on pos-
sible corrections as we progress to fu-
ture articles.
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Two tools, an awl and a nail-set,
are shown punching the holes through
the paper into the bridge pin holes
underneath. You sometimes have to
probe for these holes, especially if you've
never done this before, but once you
learn to “read” the pattern they are easy
to spot and punch. Holes punched in
paper leave jagged and torn protrusions
on the opposite side of the paper. Turn
the paper over and lightly sand these off
with a sandpaper block. Before a rub-
bing can be made, however, a way must
be devised which secures the paper to
the bridge or the pattern will notbe true.

One way to secure the paper to the
bridge and, at the same time, reference
the pattern for xand y axis location is to
drill 1/8" holes completely through the
bridge exiting through the underside of
the soundboard and clear of any case
braces, i.e., these holes need to be acces-
sible from underneath the piano. How
many holes? If the entire long bridge is
being capped, four or five holes are
necessary, two of which are placed at
the very ends of the bridge and clear of
unison “patches” while another two or
three are spaced in between. If only the
top two sections are being recapped,
two or three holes are necessary. Holes
which must be placed at the interior of
the bridge span should be located, if
possible, at the bridge cap butt joints;
that is, at the patch of bridge top found
underneath a plate bar where no unison
exists. This isn’t always possible since a
rib might be crossing directly under-
neath. And althoughdrillinga1/8"hole
through the rib does not cause struc-
tural infirmity, it isn’t advisable since
very likely a bridge dowel of larger
diameter already exists there. Further-
more, itisdifficult to hit the rib center by
drilling from the top and, although an
off-center holelooks bad enough, anear-
miss which just catches and grooves the



photo 1

photo 2

photo 3

side of the rib looks much worse and
leaves one with an ill feeling.

It is necessary at times to drill
through a unison patch; just remember
to center the hole on the middle string
groove midway between front and back
pin holes and make every effort to drill
a vertical non-wandering hole. If you
are uneasy with drilling vertically-ori-
ented holes freehand, make a guide out
of a smallblock of wood —mine ismade
from one by two-inch material and is
four inches long. At the drill press, drill
a 1/8" hole through the block locating
the hole about 1/2" in from one end. To
use the guide, place it on the bridge top
pressing firmly down, and using the
electric drill, drill down through the
guide hole and into the bridge as far as
possible. Remove the block and finish
drilling through the bridge exiting
through the soundboard. All reference
holes are plugged with dowels in the
final installation.

Now before the paper is rubbed
with the pencil, itis placed on the bridge
top after which the 1/8" registration
holes are punched through and dowels
inserted. The paper is thus secured for

rubbing. Moreover, when it comes time
to deal with pattern placementona new
cap the job is simplified. The new cap is
glued in place and the 1/8" holes found
at the underside of the soundboard are
drilled back through the new cap; the
pattern can be located per the 1/8"
dowels and the bridge pin holes
punched. Photo 2 shows a rubbing lo-
catedby 1/8"dowels. Thebridge (which
has been taken off the original sound-
board in this case) has been recapped
over the original bridge body and is
being punched by a home-made gang-
punch which punches the three holes at
once. This will come up again in future
articles.

A variation on this theme does not
requiredrilling through the soundboard,
but does require drilling through the
top of the bridge and into the body to a
depthbelow where the new cap will sit.
Soafterthe bridge top hasbeenremoved,
the holes, which can be any size diame-
ter, will be useful as locators by insert-
ing small dowel centers. You will have
to devise these dowel centers — possi-
bly from pointed bridge pins or nails
which fitloosely enough in the holes for

later extraction with small pliers or a
magnet, yettightenough foranaccurate
location. The new cap is placed on top
and pressed down so that the points of
the dowel centers indent the underside
of the cap after which the cap is taken to
the drill press and drilled right through
at the indentations. Considering this
method, itis easy to perceive that a true
vertical starting hole is necessary, other-
wise the hole drilled in the cap at the
drill press won’t really be an extension
of the hole in the bridge body; reasona-
bly close will work, however. The holes
in the new cap will serve to locate the
rubbing the same as in the first method.

But, you say, there is a problem
with the firstmethod (the 1/8" holesand
dowels): On most pianos it is not pos-
sible to access a hole drilled in the high
treble fromunderneath the soundboard.
True. So what to do? Photo 3 shows a
favorite method of mine for not only
locating high treble paper rubbings, but
can be used for locating an entire top
bridge section. The picture speaks for
itself, but take note of a few things. The
“window” cutout in the posterboard is
covered witha transparent contact paper
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(also found at stationery stores) which
will stick to the posterboard as well as to
the bridge top (not necessary, but a
bonus). This posterboard-window jig is
referenced to the pinblock by pencil lines,
although it could have extended to the
stretcher, and also referenced to a line
drawn on a piece of masking tape at-
tached to the inside rim. The jig is rigid
and can easily be removed and set back
in the same position. Thejigin the photo
wasdesigned tolocate theentire highest
bridge section; but if made solely to
locate the upper end of a paper rubbing
(which would have been tacked in place
at the highest unison and doweled else-
where) the jig would have been smaller,
justbigenough to reference the top three
or four unisons. In any case, a drilled
registration hole (or two) is not neces-
sary.

The posterboard-window trickcan
also be applied to bass bridge recap-
ping. Photo 4 shows it in operation. The
curvein thejig was picked up for cutting
by placing the posterboard over the top
of the rim and drawing a pencil line on
its underside using the rim as a guide.

Notice that the corners of the jig are
referenced to lines drawn on masking
tape (only one corner is shown in the
photo). Since the jig is relatively large, it
has a tendency to fall down at the back
by the rim. To prevent this, tack scrap
wood blocks of suitable dimensions to
the underside of the posterboard and
the jig will sit level with the bridge top.

Bridge Height

The original bridge stands at a
certain dimension above the sound-
board. Buthow high should the new cap
stand? This depends on the downbear-
ing conditions as found before and after
unstringing and teardown. If bearing
wasadequatein thestrungand unstrung
condition, then recapping to original
height is all that is necessary. The origi-
nal height is simply measured with a
depth gauge or similar tool from the
surface of the soundboard to the top of
the bridge. But don’t forget to measure
every four to fiveinchesalong thebridge
lengthsince theheightislikely tochange.
And remember to measureat theback of
thebridgeto find if thebridge top slopes.
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Your carefully taken fishline or
carpet thread test will have revealed
any noteworthy conditions such as a
slightly tipped (forward) bridge or a
rearward too-steep slope which shows
up, forexample, when the thread touches
the rear string rest (duplex bars) before it
touches the rear notch point. A new cap
will correct these problems but, unless
the plate is going to be used to set bear-
ing and bridge top configuration (i.e.,
front and rear bearing), you will have to
don your thinking cap as to how to
compensate by measurementsonly, and
make the new cap accordingly. Butif the
original height and character of the
bridge topis all thatisrequired, take the
measurements and record directly on
the paper rubbing at corresponding
places. Now when the old cap is re-
moved, measure againat the same places
and subtract this dimension from the
first: the answer yields the required
height of the new cap. Again, record all
this work — measurements, arithmetic,
etc. — on the rubbing.

If downbearing is going to be in-
creased with the new cap, itis necessary
toascertainby how much beforethe plate
ispulled. Drill bits makeexcellent gauge
“blocks.” Take, for example a 1/8" bit
and lie it down lengthwise along the
bridge at the front notch, or slightly
behind. Apply the carpet thread test for
downbearing in the usual way except
raise and lower the taut thread until it
just touches the drill bit. Change bits if
necessary until the required downbear-
ing is found. The diameter of the se-
lected drill bit represents the necessary
addition to the height of the new cap.
Record this dimension on the rubbing.

When the height of the old bridge
has been recorded, and the required
height of the new cap ascertained, it is
time to safely store the rubbings, the
jigs, or both, and turn attention to the
task of removing the old bridge cap or
bridge top. And that is where we will
continue next time. :

See you in Dallas! £

PIANO SERVICING
TUNING & REBUILDING
By ARTHUR A. REBLITZ, RTT
"Tha Technician's Bible*
Now in Paperback for only $19.9§
+ $2 mail or $3 UPS
THE VESTAL PRESS
Box 97 » Vestal 62 NY 13851
NY Res. add 7% salecs tax




|

AT LARGE

Treble Tuning Again

The more I study piano tuning, the
more | wonder why we shouldn’t go
back to the older style fortepianos with
the smaller keyboards and smaller
strings. If the topand bottomoctavesare
eliminated and the inharmonicity is
reduced to practically nothing, then the
only problems remaining are tempera-
ment problems in the middle octave.
But “progress” has left us with the
Rubik’s cube of octavesthatdon’tmatch
and go crazy at the extremes of the
keyboard. The 2:1, 4:2, and 6:3 octaves,
double octaves, triple octaves —none of
them cooperate with each other. How
do we decide what works best? Are we
scientists dealing with physics, or magi-
cians creating the illusion of equal tem-
perament? Perhaps we are like mede-
vial alchemists trying to make gold from
imperfect steel. (They didn’t have steel
in those days, but you get what I mean.)
Perhaps it is all psychological.

In the search for answers, it is
always interesting to go back to Dr.
Sanderson’s data on a “normal stretch
tuning.” This is one of his “paper
tunings” which shows the size of all the
intervals on a piano, the treble being
tuned as 2:1 octaves stretched one cent.
Shown in figure 1 are the
notes F4, F5, F6, and F7,
withtheirrespectiveover-
tone series’ given verti-
cally. The horizontal lines
and numbers represent
the number of beats per
second (bps) between co-
incident partials. For ex-
ample, the 2:1 octave of
F4-F5 beats at 0.6 bps,
while the 4:2 octave is -0.6
bps. The angled lines rep-
resent the double and
triple octaves. The F4-F6
double octave beats at 0.2
bps.

One significant
point in this chart is the

figure 1

Foe— .0.6 —#—F6e—— 03 —»F6

Richard West, RTT
Nebraska Chapter

double octave F5- F7. It is “flat” by -5.8
bps. When I tune, I find I like clean
double octaves. Formetohave the F5-F7
interval clean, | have to “steal” 5.8 beats
from F5-F6, F6-F7, or a combination of
both. The 2:1 octave of F5-F6 is already
wide by 0.8 bps; F6-F7is wideby 1.6 bps.
Both of these octaves are narrow at the
4:2 level, however. F5-F6is -7 .4; F6-F7 is
-43.9. This means that when I tune pure
4:1doubleoctaves, my4:2octavesshould
sound closer to beatless, but the 2:1 oc-
taves are wider than one cent, and may
have beats faster than two bps.

What I have come to understand
about the way I tune is that I don’t mind
leaving beats in the 2:1 octaves. In fact, I
don’t like the “quality” of a pure 2:1
octave.  am not sure I can define what |
mean by “quality” other than to say the
“blend” of the various octave types (2:1,
4:2,6:3, etc.) when heard together as the
total sound of the two notes played
simultaneously, seems better when the
4:2 is closer to beatless. It seems that
slow beats in the 2:1 octave are easier to
hide than beats in the 4:2 octave.

Moreover, the data shows that the
wider the 4:2 octave, the closer the 4:1
double octave is to beatless, at least as

Fg4— .439 —»F8
C8

F74— .7 4 — 74— —»F7

Cc7

high as the last six to ten notes of the
treble. It seems preferable to have the4:2
and 4:1 intervals clean than to leave
them “flat.”

In addition, there is no margin for
stability error when 2:1 octaves are
beatless. We have all experienced times
when the center string sagged a bit by
the time the two outside strings were
tuned. A narrow 2:1 octave has to be
retuned, because it will certainly sound
“flat” to the customer. But, if slightly
wide 2:1 octaves sound good, then why
fight it? If pure 4:2 octaves are more
forgiving, then we can have the best of
both worlds, a better sound and better
stability.

Finally, the thirds, 10ths, and 17ths
don’t seem to be affected. In fact, from
F6 to F7, the 17ths seem to all beat the
same 15 to 17 bps.

All of the above works fairly well
up toa point. The most difficult compro-
mises come in the last six to ten notes at
the top. Having clean double octaves
(the 4:2 octave is no longer usable there)
makes the 2:1 octave go crazy. At the
same time, however, the sound is short-
lived. The fast beating 2:1 octave can be

tolerated because theduration
of tone is so short. Clean
double octaves at the top
reinforce the singingarea
of the piano two octaves
below. When C5 is
played, the C7 helps to
brighten and reinforce.
Does this make me a
“Picasso tuner?” Do I
distort rather than
stretch? I think not.
One final note is that
each piano is, of course,
different,and one formula
will not always work. The
piano dictates what “blend” will
make the overall sound the best for
that instrument. =
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CHICAGQ, IL 60607

CHAPTER 625 —
CENTRAL ILLINOIS

PAUL R. LUDDEN
2701 RACHEL ROAD
CHAMPAIGN, IL 61821

REGION 5

CHAPTER 809 — COLO-
RADO SPRINGS, CO

ROGER D. JENNISON
2329 DISTINCTIVE DRIVE
COLORADO SPRINGS,
CO 80902

REGION 6

CHAPTER 851 —
PHOENIX, AZ

TIMOTHY K. FLEMING
7009 W. CANTERBURY
DRIVE

PEORIA, AZ 85345

M. CELESTE STICE
566 N. 95TH CIRCLE
MESA, AZ 85207

CHAPTER 901 —
LOS ANGELES, CA

KEVIN J. CORY
21620 HIAWATHA ST.
CHATSWORTH, CA 91311

CHAPTER 921 —
SAN DIEGO, CA

ROBERT T. JONES
7625 CANYON POINT
LANE

SAN DIEGO, CA 92126

CHAPTER 926 —
ORANGE COUNTY, CA

RICHARD A. CABE
19332 EVENING HILL
DRIVE

HUNTINGTON BEACH,
CA 92648

ARCHIE B. CLARK
241 17TH STREET
SEAL BEACH, CA 90740

CHAPTER 953 —
MODESTO, CA

THOMAS R. SWENDDAL
308 N. PLEASANT
AVENUE

LODI, CA 95240

CHAPTER 956 — SACRA-
MENTO VALLEY, CA

DONNA K.
CHITTENDEN

2090 WOODMAR DRIVE
EL DORADO HILLS, CA
95630

Reclassifications

REGION 1

CHAPTER 021 —
BOSTON, MA

THOMAS F. ROURK
MARKET SQUARE
KINSALE CO. CORK
REPUBLIC OF IRELAND

CHAPTER 054 —
VERMONT

DANIEL DOVER
116 FLORAL STREET, #1
NEWTON, MA 02161

REGION 3

CHAPTER 782 —
SAN ANTONIO, TX

BYRON R. WALTERS
12415 MC DERMOTS
FARM

SAN ANTONIO, TX 78233

REGION 4

CHAPTER 452 —
CINCINNATI, OH

KATHERINE |. BRIGHT
4920 LAUREL AVENUE
CINCINNATI, OH 45242

JOHN D. HAYNES

68 SHERWOOD DRIVE
INDEPENDENCE, KY
41051

CHAPTER 532 —
MILWAUKEE, WI

DAVID A. HULBERT
3811 N. 83RD STREET
MILWAUKEE, WI 53222

REGION 5

CHAPTER 553 —
TWIN CITIES, MN

TERRY D. SIPE
11750 197TH AVE,NW
ELK RIVER, MN 55330

CHAPTER 631 —
ST. Louis, MO

JOHN M. FRESCOLN
10242 BRECKENRIDGE
ST. ANN, MO 63074

In the never-ending search for hammers that produce tone more easily and
within ever-wider dynamic and color parameters — we offer a hammer that is very
special within the Isaac ensemble of fine hammers: the CADENZA Special Edition.

In addition to the special care with which every Isaac hammer is made; the
specifications governing the felt we use and the special geometry we impart to the
felt, designed to increase the spring-like functioning of the hammer, before press-
ing: the unique way the felt is stretched around the molding and the careful
shaping of the hammer — in addition to all of these steps, the Cadenza Special
Edition hammers are pre-voiced in a way that increases their power, dynamic
range and sustain even beyond the already remarkable power and range of the
other members of the Isaac hammer ensemble. Our ongoing researchintohammer
tone production has revealed a process, not juicing, that significantly augments
and refines these qualities.

The Cadenza Special Edition is for those jobs which simply have to knock'em
dead, where money is no object but your reputation and a lot of future work — is.
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ComiING EVENTS

July 7-11, 1990 33rd Annual PTG Convention & Techncial Institute
Hyatt Regency Dallas At Reunion
Contact: Piano Technicians Guild, Inc.; 4510 Belleview, Suite 100; Kansas City, MO 64111
(816) 753-7747

Sept. 15,1990 Rhode Island One Day Seminar
Narragansett Christian Brothers Center
Contact: Kirk Russell; 37 Liberty Street; Wakefield, RI 02879 (401) 783-1966

Sept. 28-30, 1990 Florida State Seminar
Hilton Hotel, Pensacola, FL
Contact: Danny Lyons; 1224 E. Cervantes Street; Pensacola, FL 32501 (904) 438-8969

Oct. 5-7, 1990 Ohio State Conference
Days Hotel, North Randall (Cleveland, OH)
Contact: Bob Russell, 1414 Lander Road, Mayfield Heights, OH 44124 (216) 449-5212

Oct. 17-20, 1990 New York State Conference

Holiday Inn, Binghamton, NY

Contact: Donald R. McKechnie; 1660 Slaterville Road; Ithaca, NY 14850 (607) 277-7112
Oct. 19-21, 1990 Wisconsin Days

Yahara Center, Madison, W1

Contact: Norman Sheppard; 5715 Cedar Place, Madison, W1 53705 (608) 233-3844
Nov. 2-4, 1990 Texas State Association

El Paso Airport Hilton, El Paso

Contact: Guy Nichols; Star Route, Box 27; Messilla Park, NM 88047 (505) 524-1465
Nov. 9-10, 1990 North Carolina State Seminar

Brownstone Hotel, Raleigh, NC

Contact: Tom Karl; 20 Mayo Street, Apt. F-6; Raleigh, NC 27603 (919) 832-3149

A DRYBURGH
o

PIANO
OQur distributors in the
CADENZA (20 lbs-) United States are:
Wally Brooks
CADENZA B (18 lbs') 37(? S’l:orc Road
BRIGHT, RICH, EASY TO VOICE — THE Old Lyme, CT 06371

‘ ! SERVICE
HAMMERS YOU'VE BEEN LOOKING FOR! Peter F. Collora

8403 Midway Road distributors of
MUSICAL BASS STRINGS, INDIVIDUALLY « Dallas, TX 75209 Satellite City Hot Stuff

‘] N b/ (214) 321-6086
CALCULATED, WITH A POWERFUL adhesive products

D L g\ Superior Imports, Ltd.
FUNDAMENTAL AND LOTS OF BITE 218 W Washimgton Bivd. 1-800-GLUE ALL
TAKE ADVANTAGE OF OUR SPECIAL 10TH Los Angeles, CA 90018

ANNIVERSARY PRICES! {213) 735-4595

ask for our complete guide of

° . .
PO Box 218, Station A iano applications
‘i’l_s_aa_c_l’lanos 308 Betty Ann Drive P PP
= Willowdale, Ontario
T Canada M2N 5P0 10% discount on first order

s (416) 229-2096 | when you mention this ad
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AUXILIARY EXCHANGE

President's Message

Those members, Guild and
Auxiliary who are present at the up-
coming convention will experience
the innovations that have been intro-
duced, and those absent must be con-
tent to read about them or obtain sec-
ond-hand verbal reports.

Of significance to all attendees
is the changed time frame, over a
weekend instead of a mid-week or
early week. This is to allow for a
better airline rate to the convention
city. Members of the Guild had been
proposingand requesting thischange,
and we hope it meets with their ex-
pectations. In years past, the conven-
tion generally covered the July 4th
holiday weekend. The majority felt
this was a less desirable time, since
many families had annual barbeque
get-togethers. Thus the July date was
postponed a few days to avoid dis-
ruption of family reunions.

In the past, couples had to leave
their children at home with aunts and/
or grandparents, in order to attend the
convention. There were parents who
brought their youngsters to the conven-
tion and they participated in the Auxil-
iary activitiestoa degree, but there were
also times when a parent had to forego
attendance at some event because they
did not have a sitter. Well, this year,
thanks to the efforts of Eileen Guthrie
and her committee, a plan/programhas
been developed to cover the needs of
parents who attend convention with
their young children. Parents will be
able to jointly attend the awards ban-
quet, luncheons, classes and outside
activities knowing there will be super-
vised nap time, swimming supervision
and a Childrens' Hospitality Room.

Another first at the 33rd annual
convention will be a program on the
harp. Guild members and Auxiliary
members have heard classes on the pi-

ano, the harpsichord and the player;
some have even observed the opera-
tion of Yamaha's Disklavier, but few
have been told about that ancient
instrument, the harp. We look for-
ward to Barbara Boone’s presenta-
tion and demonstration.

The convention brochure lists
ten pages of institute classes to cap-
ture theinterest of the technician. The
Auxiliary planners have made every
effort to provide innovative pro-
grams. There are not as many events
as in the past to afford more time to
visit with friends, and explore his-
toric landmarks located only a few
blocks from the elegant Hyatt Re-
gency. With some free time, visitscan
be made to the city’s West End Dis-
trict, the John F. Kennedy Museum,
and the beautifully restored Union
Train Station.

Agnes Huether

1990 Auxiliary
Scholarship Recipients

Eric Thompson
Eric Thompson, a
junior at University
of Texas at San An-
tonio, is a piano per-
formance major
studying with Dr.
Janice K. Hodges.
While at John Jay
High School (1984-
87), he won the San
Antonio Optimist Award for Youth in
Music four consecutive years, and won
numerousawards for performances with
the symphonic band, jazz band, and
orchestra. In 1985, he won first place in
the San Antonio Symphony Young Art-
ist Competition, and as a result, per-
formed with the Symphony. Other first
place winnings of Eric’s high school
career include the Corpus Christi Young
Artist Competition — pre-college piano
division (1986), 11th and 12th grade di-
visions of the San Antonio Contempo-

Thompson
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rary Piano Competition (1986,1987),and
state finals of the TMTA High School
Piano Solo Competition — senior divi-
sion (1987).

As a college student, Eric has won
the TMTA Post-High School Piano Solo
and Concerto competitions (1988, 1989).
He has also won the Young Artist
Competitions of the Mid-Texas Sym-
phony and the Brazos Valley Symphony,
and was featured in performances with
both orchestrasin 1988 and 1989 respec-
tively. Eric has received scholarship
awards from San Antonio’s Philhar-
monic Music Club, Etude Music Club,
and Cosmopolitan Music Club. He is
currently the recipient of the Marjorie

Powell Zachary Piano Scholarship at
UTSA.

Eric is the eldest of Michael and
Janet Thompson’s three sons. He par-
ticipates in extracurricular activities
mostly related to music. He is the ac-
companist for the San Antonio Boy’s
Choir; he is pianist for the production of
Gilbertand Sullivan’s Gondoliers, which
is now in rehearsal, and has several
students he teaches on a regular basis.
After graduation from UTSA heis plan-
ning to move to the East Coast to further
his education and career in music.

Jimmy Lent
Jimmy, a 1990 graduate of theHigh

PTG Auxiliary Executive Board

President/Exchange Editor

Agnes Huether (Charles)
34 Jacklin Court
Clifton, NJ 07012

(201) 473-1341
Vice President
Arlene Paetow (William)
Rt. 1, Box 473
High Falls, NY 12440
(914) 687-0364

Recording Secretary
Judy White (Charles)
Rt. 1, Box 134
Alma Center, WI 54611
(715) 964-8566
Corresponding Secretary
Marge Moonan (William)
811 Amherst Drive
Rome, NY 13440
(315) 337-4193

Treasurer
Barbara Fandrich (Delwin)
10131 S.E. Talbert
Clackamas, OR 97015
(508) 653-7576
Immediate Past President
Ginger Bryant (James)
1012 Dunbarton Circle
Sacramento, CA 95825
(916) 929-5706




School for Performing and Visual Arts, Harris County Community College . .
witha Music Major. Hebegan his career  Piano Festival (1986-1989); 1st place — | August Birthday Greetings
inmusic atage ten, and is now studying  Kingwood-Humble Music Teachers 1 Elizabeth Batts
under John Wheems, privateteacherand  Association Piano Contest (1987); 1+ 1 Shirley Truax
Sylvia Strong, director HSPVA Piano rating — Forum Music Teachers Asso- 2 Nancy Smith
Program. He attended Summer Music ~ciation Piano Festival (1989-1990); Whit- 2 Betty Uggla
Festivals in 1988, 1989 at Mid-Summer lock Theory Examination Medal (1989- 4 Pansy Wildman
Piano Camp, University of Houston 1990); Westheimer Colony $3500 Sum- 6 Claudette Balamut
Campus and Boston University Tangle- mer Study Scholarship (1989). 6 Pearl Kreitz
wood Institute in 1989. He participated Jimmy’s extracurricular activities 7 Esther Webster
in many solo piano performances, to center around music, as he performs for 13 Helen Barrett
include Holcome-Lindquest Bosendor-  non-profitorganizations, suchashomes 15 Mary Morris
fer Festival in 1987; featured soloist: forabused children, food banks and the 16 Thelma Berg
Starmakers of the Northwest Spotlight Hunger Coalition. 19 Ellen Adair
Showcase in 1988: Jones Hall Pre-con- We shall have the pleasure of 20 Shirley Schuett
cert Music in 1990. hearing both of these gentlemen per- 21 Marjorie Dunbar
A few of theawardsand academic  form during the conventionin Dallas, as 21 Ruth Unruh
recognitions Jimmy has received have they have agreed to fly in from Houston 24 Judy White
been listed to give you an idea of the and San Antonio to join us. 26 Martha Herwig
caliber of talent he possesses. First place Ginger Bryant, 26 Wilma Voss
winner in senior division — TMTA Scholarship Committee Chair 28 Dorothy Howerstine
Competition; Critics Award — North 29 Rosanna Hess

Now Available!

Limited Printing!

The Original

Classified Index To
Published Piano Technology

Compiled by Merle H. Mason, RTT

Covers articles published prior to Dec. 31, 1978
$60 (Guild members receive $10 discount) + $3 shipping & handling

Also available: 1979-1983 Supplement
$15 (Guild members receive $2.50 discount)

Visa/MC
The Piano Technicians Guild, Inc. » 4510 Belleview, St. 100 * Kansas City, MO 64111
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CLASSIFIED ADVERTISING

Classified advertising ratesare35 cents
per word with a $7.50 minimum. Full pay-
ment mustaccompany eachinsertion request.
Closing date for ads is sixweeks prior to
the month of publication.

Ads appearing in this publication are
not necessarily an endorsement of the serv-
ices or products listed.

Send checkormoney order (LS. funds,
please) made payable to Piano Technicians
Journal, 4510 Belleview, Suite 100, Kansas
City, MO 64111.

For Sale

“PIANO REBUILDER’S HANDBOOK
OF TREBLE STRING TENSIONS” The
ideal way to easily analyze the scale when
restringing. Available hardbound from
your supply house. $35.00. (503) 271-3236

AFFORDABLE FILLED MEMORY for
SANDERSON ACCU-TUNERS. Revised
MIDI format reduces installation time,
lowers costs. Over 270 tuning charts to
choose from. All are AURAL QUALITY
complete 88 note tunings, with pitch raise
compensation and detailed index. Less
than $1.00 per chart! Write for free
brochure to : THE PERFECT PITCH, 275
EAST 1165 NORTH; OREM, UTAH
84057.

PRE-HUNG HAMMERS: We are now
equipped to pre-hang Nu-Tone,
Imadegawa or Isaac grand hammers to
your samples (for almost any grand piano)
on new shanks and flanges for an $80.00
pre-hanging fee. An example of the total
price for a Steinway M, using Nu-Tone
mahogany molding hammers, Tokiwa
shanks and flanges, pre-hung with hot
animal hide glue, would be $442.00
complete. Highest quality workmanship,
fast turn-around time, ready to screw on.
Expect minimum travel and burn-in. Write
or call Wally Brooks; Brooks, Ltd.; 376
Shore Road; Old Lyme, CT 06371 (203)
434-0287

FOR SALE: 3 Antique English pianos from
1820s J. Broadwood and 2 Collard and
Collard; also a handpainted Gaveau on a
stand. Call (212) 564-9377.

KORG AT12 AUTOCROMATIC
TUNER. Shows note, octave, pitch: seven
octaves (some pianos, 5 octaves). Gener-
ates four octaves. Calibrate A=430-450 Hz.
Batteries, adaptor, earphone, case, war-
ranty, one Ib.. ($155 postpaid) ($225 list).
Song of the Sea; 47 West Street; Bar
Harbor, ME 04609. (207) 288-5653

FOR SALE: 1912 Mason & Hamlin 7ft.
concert grand, rich tone, great action,
soundboard perfect, pin block tight,
mahogany, excellent condition, price
negotiable, commission available. (718)
339-2239

NEW PIANOS Consoles $1095 — Studios
$1295. High polish, walnut, ebony,
mahogany. 12-year warranty — F.O.B. Los
Angeles. Increase your income — Exciting
profits. Wilton Syckes; 129 E. Hartford;
Phoenix, AZ 85022; (602) 942-5800 — FAX
(602) 942-9721

BUMPER STICKER: “Have You Played
Your Piano Today?” Two-color with piano
on quality vinyl. Send $4.00 each to: TPT,
P.O. Box 906-A, Johnston, IA 50131.

TUNING BUSINESS: in beautiful Central
Valley, California for sale to Registered
Craftsman. More than enough customers
on file. Mobile home, vegetable garden on
quiet island in delta included. Contact Bill
Wallis; P.O. Box 84544; Stockton, CA
95208 (209) 474-8863

PIANO KEYS RECOVERED — 52 whites
with .075 tops with fronts — $65.00. 36
sharps $35.00. Your choice of pre-paid or
on open account. Average three working
days turn-around time. Money-back
guarantee. Sent UPS or parcel post. We
return UPS. Kreger Piano Service; Rt. 1,
Box 693-T; Ottertail, MN 56571. (218) 367-
2169

PIANO SERVICE BUSINESS FOR SALE.
New Brunswick, Canada. Excellent
income. Solid institutional base, strong
repeat clientele with 70% grand piano
emphasis. Full details available in
brochure. P.O. Box 40, Elgin, NB, Canada.
EOA 1P0. (506) 756-8201

FOR SALE: Chicago area tuning and
rebuilding business. Established over 20
years. Now relocating. High income. All
customers on data base. Service a large
number of pianos in a small radius. High
frequency accounts. Call (708) 383-0195 for
price.

PIANO HAMMERS AND ACTION
PARTS for the rebuilder. Highest quality,
Nu-Tone (Knight), A. Issac, Imadegawa,
and Tokiwa. Large inventory, quality
boring and shipping. Fast service. Honest,
knowledgeable technical support. Try the
new Nu-Tone hammers on mahogany
moldings, Excellent! Prehanging on new
shanks available. Wally Brooks; Brooks,
Ltd.; 376 Shore Road; Old Lyme, CT 06371

(203) 434-0287
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STEINWAY GRAND LOCKESCUTCH-
EONS. New duplicates of original part.
Available in raw brass for polishing or
custom plating @ $10 each, or preplated in
polished nickel slightly higher. VISA/MC
Richard Anderson, RTT (708) 464-4500.

ACCU-TUNER TOOL CASES. “Newly
Redesigned.” 4 sizes ($120, $150, $180,
$200). For Accu-Tuner and Tools. Bob
Conrad, (800) 776-4342.

FOR SALE: San Francisco School of
Piano Tuning; 657 Mission Street; Suite
#507; San Francisco, CA 94105 (415) 543-
9833

BECOME A DEALER! Technician in
rapidly growing midwestern area opened
a retail piano store two years ago and has
been quite successful. Now I'm taking my
winnings and moving to Europe. The store
(quality piano lines) plus an established
tuning business ($60 rate) are for sale. A
real money maker. $17,000. Call Jim
Franklin M-F, 9-5. (708) 705-3870

SUPERIOR QUALITY FULL-COLOR
PRINTED ADVERTISING PRODUCTS
AT VERY ECONOMICAL PRICES.
Business cards, postcards, rolladexers,
calendars, flyers. Call or send good quality
print or slide with rough layout and copy
for quick quote. KOSTELECKY PHOTO-
GRAPHICS; 923 Pike; St. Charles, MO
63301 (314) 946-2483 FAX (314) 925-1612.

BUMPER STICKER. “Piano Tuners Still
Make House Calls.” Two-color with
graphics. Send $5.00 to B.S.E.;P.O. Box
93297; Rochester, NY 14692. NY residents
add sales tax. MC/VISA orders, 1-800-327-
2700, ext. 230D

PIANO BENCHES Ebony, walnut,
mahogany — polish. Padded, full-size,
music compartment. Six minimum, $55
each, F.O.B. Los Angeles. Check in
advance to Wilton Syckes; 129 E. Hart-
ford; Phoenix, AZ 85022. (602) 942-5800 —
FAX (602) 942-9721

88 PIANO KEYS REBUSHED fronts and
centers with extra quality felt, $45.00.
Return freight paid with prepaid orders.
Tommy L. Wilson; 1418 Ewell Avenue;
Dyersburg, TN 38024. (901) 285-4046

BECHSTEIN CONCERT GRAND 92"
New. Still in dealer’s showroom. Dealer is
closing out line. Only one piano remain-
ing. $49,000 firm. Referrals compensated.
(708) 639-9300.



NOW HIGH DENSITY POLYETHYLENE
key bushing cauls for two-caul method
featured in August ‘88 Journal. Precision
machined, tough, & glue proof, in quanti-
ties of 45, 90, or 180, 25¢ ea. Available for
key pin sizes .087", .125", .131", .133", .137",
.146", & .163". Also key clamps, felt knives,
gram weight sets & soundboard cleaners.
For brochure, call or write Bill Spurlock;
3574 Cantelow Road; Vacaville, CA 95688.
(707) 4484792

PREFER TO REBUSH both sides of
mortise at once? Now manufacturing
conventional double-shouldered bushing
cauls of high density polyethylene, 25¢
each. Bill Spurlock.

HANDCRAFTED SOUNDBOARDS by
NICK GRAVAGNE. Ready-to-install
crowned boards or semi-complete. Your
choice. Ordering and installation instruc-
tions $15.00. 20 Pine Ridge; Sandia Park,
NM 87047. (505) 281-1504.

LEARN PIANO TUNING — Small
classes; personal attention; Cal State &
Vets approved; NOT a mail-order course.
Call or write for free brochure. S.F. Schoal
of Piano Tuning; 657 Mission Street;
Suite 507; San Francisco, CA 94105. (415)
543-9833 “Our 9th Year.”

RESTORATION OF CARVED WORK,
turnings, inlays, and marquetry, including
repair of existing work and reproduction
of missing pieces. Edwin Teale; 19125
S.W. Kinnaman Road; Aloha, OR 97007.
(503)642-4287

WHY SETTLE FOR LESS THAN THE
BEST? We have the finest tools: SOLID
BRASS ACCUCAULS, BUSHMASTER,
KEY BUSHING IRON; we have the fastest,
most accurate, and easiest to learn method:
THE ACCUBUSH SYSTEM; and now we
have the best deal for ordering. Call toll
free: 1-800-388-BUSH(2874). Join the
experts who agree: THE ACCUBUSH
SYSTEM is the BEST system for rebushing
keys! (Many have already changed over; if
you haven’t you are losing time and
money). MASTERCARD & VISA accepted.
KEY BUSHING SUPPLY; 84A Main
Street; Kingston, NH 03848. For informa-
tion only, call (603)642-3633.

AUBREY WILLIS SCHOOL — Our home
study course in piano tuning, repair and
regulating has been used by hundreds to
learn the basics. Accredited member
National Home Study Council. No cost
information. Aubrey Willis School; 1212
West Camelback Road; Phoenix, AZ
85013.

THE GUIDE $10. The Piano Technicians
Guide. A job-time study and work guide.
Revised and printed to fit a pocket.
Newton J. Hunt, Piano Tuner-Technician;
74 Tunison Road; New Brunswick, NJ
08901. (201) 932-6686

“LET’S TUNE UP” $20.00 per copy. Last
few hardbacks will soon be gone. No
immediate plans for another printing.
Paperbacks still available at $17.50. Make
checks payable to John W. Travis; 8012
Carroll Avenue; Takoma Park, MD 20912,

CUSTOM PIANO COVERS MADE TO
YOUR SPECIFICATIONS. Perfect for any
storage or moving situation. All work
guaranteed. Also available, many gift
items. Send for brochure and samples. JM
FABRICations; 902 185th Street Court;
East Spanaway, WA 98387. (206) 847-6009

SANDERSON ACCU-TUNERS from
Authorized Distributor. The most accurate
and advanced tuning aid available. Tuning
lever note switch for Accu-Tuner $25.
Consignment sale of used Accu-Tuners
and Sight-O-Tuners or new Accu-Tuner
customers. Call for details. Rick Baldassin;
2684 W. 220 North; Provo, UT 84601. (801)
374-2887

52 PIANO KEYS RECOVERED — .50-
$50.00; .060-$60.00; .075 with fronts—
$75.00. New sharps—$32.00; sharps
refinished—%$17.50. Keys rebushed, felt—
$60.00. Return freight paid with prepaid
order. Charles Wilson; 1841 Kit Carson;
Dyersburg, TN, 38024. (901) 285-2516

“COMPONENT DOWNBEARING
GAUGES (bubble type) give readings in
degrees (string angle) and thousandths of
an inch (dimension). Available at supply
houses. Box 3247; Ashland, OR 97520.”

SO YOU WANT TO BE A CONCERT
TECHNICIAN, by Norman Neblett. This
informative lecture, professionally
recorded and edited in May 1988, is now
available on cassette. $10 postpaid. Rick
Baldassin, 2684 W. 220 North; Provo, UT
84601.

HARPSICHORD AND FORTE-PIANO
PARTS and kits, original factory materials
from the finest early keyboard suppliers in
the world. Also troubleshooting and
assistance to fellow RTT’s on harpsichord
problems. Authorized Zuckermann Agent.
Lowest Factory-Direct Prices — buy from
the source. Catalogs, price lists free. Yves
A. Feder, RTT; Harpsichord Workshops; 2
North Chestnut Hill; Killingworth, CT
06417. (203) 663-1811

FOR SALE — “A Guide To Restringing”
Paperbacks $16.50 plus $1.50 for postage
and handling. Hardbacks $21.50 plus $2.00
for postage and handling. Order today.
Sorry, no COD’s. Make check or money
order payable to: JOHN TRAVIS; 8012
Carroll Avenue; Takoma Park, MD 20912,

THE RANDY POTTER SCHOOL OF
PIANO TECHNOLOGY — Home Study
programs for beginning students, associate
members studying to upgrade to Regis-
tered Tuner-Technician, and RTT’s
wanting to continue their education.
Tuning, repairing, regulating, voicing,
apprentice training, business practices.
Top instructors and materials. Call or write
for information: RANDY POTTER; RTT;
61592 ORION DRIVE; BEND, OR 97702.
(503) 382-5411 See our ad on page 3.

FOR SALE: Profitable piano tuning and
repair business in Toledo, Chio. Am
relocating with new career. Contact Gene
Wood (419) 385-0131.

NILES BRYANT SCHOOL — Since 1898
Piano tuning, regulating and repairing
learned easily at home through time tested
method proven over 90 years of continu-
ous service. ELECTRONIC ORGAN
SERVICING also covered. World’s only
home study course covers all makes and
models and contains over 100 pages of
schematics. Write or call: NILES BRYANT
SCHOOL; Dept. G; P.O. Box 19700;
Sacramento, CA 95819, (916) 4544748 (24
hrs.)

DON’'T LEAVE HOME without your
bottle of Pearson’s Super Glue ($3.25) or
your tungsten carbide sanding file (§7.00).
Rapidly becoming an essential part of
every technician’s bag-of-tricks (Postage
extra). Steve Pearson Piano Service; 831
Bennett Avenue; Long Beach, CA 90804.
(213) 433-7873

VICTOR A. BENVENUTO VIDEO
TAPES, PIANO TUNING AURAL/
ELECTRONIC — $175. The most accurate
approach to fine tuning. KEY MAKING,
$124.75. GRAND REBUILDING (2 tapes),
$225.75. Preparation, pinblock replace-
ment, damper installation, restringing.
GRAND REGULATING, $175.75. SOUND-
BOARD REPLACEMENT, $94.75. Ship old
board — new board comes to you ready
for installation. Please specify VHS or Beta.
All prices include shipping. THE PIANO
SHOPPE; INC.; 6825 GERMANTOWN
AVENUE; PHILADELPHIA, PA 19119.
(215) 438-7038
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NEW SOUNDBOARDS MADE FOR
YOU. Ship old board. New board comes to
you ready for installation. Send for
instruction on: Victor Video Tapes; $94.75.
Victor A. Benvenuto; 6825 Germantown
Avenue; Philadelphia, PA 19119. (215)
438-7038

PLATING-PIANO HARDWARE.
Stripping, buffing, and NICKEL plating,
with hinges up to 60" lengths $125-$6225/
set, depending on quantity of parts
included. Enclose packing list indicating
number of screws with description and
quantity of items. REFERENCES AVAIL-
ABLE. COD delivery in 2-3 weeks.
A.R.O.M. throughout the U.S.A.! We will
serve you with quality & reliability.
CRAFTECH ELECTROPLATING:; #46R
Endicott Street; Norwood, MA 02062.
(617) 769-0071 days, (617) 469-9143
evenings.

Wanted

INSTRUCTOR WANTED; RTT needed to
teach piano repair. Saturday only —
flexible — good pay. S.F School of Piano
Tuning — 657 Mission Street; Suite #507;
San Francisco, CA 94105 — Telephone:
(415) 543-9833,

DESPERATELY SEEKING DECAL: Do
you or any of your clients have a Packard
grand? [ need a plate decal (or a photo-
graph of the decal) to replace or recreate
one that ] damaged. Any leads would be
greatly appreciated. [ will also pay you for
your time. Call collect (415) 388-3310 8am-
5pm, PST

WANTED: STEINWAY AND MASON
HAMULIN GRANDS. All sizes and cabinet
styles. Ask for Karen Bean at (415) 676-
3355. Piano Finders; P.O. Box 23814;
Pleasant Hill, CA 94523.

WANTED! DEAD OR ALIVE: “Steinway

~ Uprights.” Call collect, Ben Knauer (818)

343-7744.

WANTED: Journal back issues and index.
Paul Klaus; Rt. 8, Box 177; Edwardsville,
IL 62025

JOB OPENINGS IN STEINWAY RE-
BUILDING SHOP: MASTER PIANO
REBUILDER, restringing, complete action
rebuilding, tuning, voicing. 40 hours per
week, $27,000 per year plus benefits and
annual raises. Qualifications: four years
minimum experience in rebuilding.
PIANO TECHNICIAN/TUNER, tuning,
regulating, voicing, minor repairs,
appraising of pianos, selling of shop
rebuild jobs, pianos and misc. items. Will
split time between traveling to customers
homes and working in piano shop. 40
hours per week, flexible schedule, $30,000
per year, benefits and annual raises. The
Piano Finders rebuilding shop currently
has over 40 Steinway and other quality
grands under restoration. Suburban area.
Average rental for two bedroom $600 per
month. Send resume: 1000-L Detroit
Avenue, Concord, CA 94518 (415) 676-
3355

in Eight Months...

or an A.S. degree with
two years of study.

antique instrument construction.

Program Coordinator:
David Hoffman, RTT

N\

Tuning, regulation, repair and rebuilding of grand and upright planos
Business practices, including computer applications. Elective studies in

SHENANDOAH

COLLEGE AND CONSERVATORY
Winchester, Virginia 22601

(703) 665-4581

For more information,
call or write Director of
Admissions.

4
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WANT TO BUY. Steinway duo-art player
grand. Will pay finders fee. Especially
want carved (fancy) case. Call Collect, Jim
Brady; (317) 259-4307; 2725 E. 56th Street;
Indianapolis, IN 46220.

UP TO $1000.00 FINDER’S FEE will be
paid for successful purchase of a Mason
and Hamlin Ex-Player. | have mechanism
to install. Please call collect (317) 2594307
or evenings (317) 849-1469. Jim Brady;
4609 Cranbrook Drive; Indianapolis, IN
46250.

COLEMAN-DEFEBAUGH
Video-Cassettes
+ Aural & Visual Tuning......c.cceeuenneee. $79.50

Pitch raising, temperarmnent setting, beat counting,
Sanderson Accu-Tuner, etc.

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

« Upright Regulation .......ccccconeneecnen. $65.00
Troubleshooting, refelting, ¢tc.

+ Beginning Piano Tuning..........c....c.... $55.00

+ Grand Action Regulation ... -...$79.50

e VoiCing ..coeerreverisrennnens ..$79.50

+ Exploring the Accu-Tuner................. $55.00

VHS or Beta (213) 735-4595
Superior Instruction Tapes
2152 W. Washington Blvd.
Los Angeles, CA 90018
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Parts as Synonymous with Quality
as the Lyon & Healy Name.

What we put into our
pianos determines what you
can get out of it. That's

why the skilled craftsmen

who build our Lyon &

Healy pianos only use the

finest parts in the world.
Parts like Delignit pinblocks, West German cut-thread tuning pins, Roslau strings,
Langer actions and Imadegawa hammers. Superior parts equaling superior pianos.

And that means fewer troubles for you.

Lyon & Healy has been a leading force in the music industry for over 125 years.
See and hear why at the Lyon & Healy Booth (#2829) at the Piano Technician's Guild

Convention in July.

wesraeie Lyon O Healy
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Dates & Deadlines

Survey Complete, Analysis Begins

July 7-11, 1990

33rd Annual Convention &
Technical Institute. Hyatt
Regency Dallas. Contact: Home
Office; 4510 Belleview, Suite
100; Kansas City, MO 64111;
(816) 753-7747

August 18, 1990

RTT Tuning Examinations.
Illinois Test Center. Millikin
University; Decatur, IL. Con-
tact: John Baird (217) 429-5651

RTT Tuning and Technical
Exams.

Sacramento, CA

Application deadline: July 18
Contact: Neil Panton, 5 Cedar
Court, Menlow Park, CA 95025
(415) 854-8038

July 13-17, 1991

34th International PTG
Convention & Institute
Philadelphia, PA

Contact: Home Office; 4510
Belleview, Suite 100; Kansas
City, MO 64111; (816) 753-7747

Membership Status
Northeast Region ................... 828
Northeast RTTS ...cccceeevvennnnn. 537
Southeast Region ................... 583
Southeast RTTS ..cccceevurennnnnnn. 387
South Central Reg. ................ 315
South Central RTTs .............. 208
Central East Region .............. 627
Central East RTTs ................ 401
Central West Region ............. 365
Central West RTTs ................ 254
Western Region ..................... 606
Western RTTS ...ocovevvenennene 402
Pacific NW Region .........c....... 336
Pacific NW RTTs .....cccccone. 232
Total Membership ............... 3644
Total RTTS ...coeevevveeeeeviens 2421

Responses from the recent
membership survey are now being
compiled and analyzed. By extend-
ing the deadline for return of the
response forms, we were able to
collect a grand total of 1,522, for a
response rate of 42 percent. This is
an extremely good response rate
for a survey of this type, and
should provide us with extremely
accurate data for statistical analy-
sis. We hope to have a preliminary
analysis completed in time for the
convention.

Our thanks to everyone who
took the time and trouble to
respond to this important project,

Dallas Convention Awaits

and especially to those chapters
who went to heroic lengths to
get responses from members
who were unable to attend a
chapter meeting. Thirteen
chapters recorded responses
from 100 percent of their mem-
bers, and are eligible for re-
gional action model drawings.

We also appreciate those
who bothered to send in com-
ments regarding the construc-
tion and conduct of the survey.
Because the survey is expected
to become an annual project,
these comments will be helpful
in future years.

With an unbeatable Technical
Institute, an exhibit hall full of
manufacturers and suppliers, and
excellent early registrations, all
indications point to a successful
convention in Dallas this month.

Although the June 4 early
registration deadline has passed,
it’s still not too late to make plans
to participate. Registration fees are
$130 for members and $170 for
non-members. Registrations for the
spouse program are $55 for Auxil-
iary members and $65 for non-
members. Tickets are still avail-

IAPBT Newsletter

able for the Awards Banquet
($28), the Closing Luncheon
($20) and the Auxiliary tour of
Dallas ($30).

Remember that all mem-
bership dues and application
fees must be paid to register for
the convention at the member
rate. If anyone in your area is
considering becoming a Guild
member, be sure to suggest that
they stop by the Guild Member-
ship booth and pick up a $30
rebate certificate.

The International Association
of Piano Builders and Technicians
Newsletter bound into this issue of
the Journal is the first produced by
the Piano Technicians Guild for
the international organization.

During its 1989 meeting, the
IAPBT board requested that PTG
assume many of the organization’s
headquarters activities.

The newsletter will be pro-
duced quarterly.
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Chapter Notes

Reading-Lancaster, PA

On May 8, 1990, Reading-
Lancaster, PA, chapter held its
first Associates Day; in reality, it
was alongeveningthat couldhave
gone on longer. Associates from
six chapters weregiven the chance
to work one on one with RTTs in
an environment of learning and
friendship, the guiding premise
being that the only stupid ques-
tion is the one that doesn’t get
asked.

The logistics of organizing
Associates Day are simple enough.
For a modest fee, the Home Office
sent sheets of mailing labels for
every Associate Member in the
neighboring chapters. Nearly 100
members received a flyer explain-
ing the concept, and an applica-
tion with a questionnaire, asking
for particular areas they wanted
tutoring in.

The response was terrific!
With only a month of warning,
many Associates could not sched-
ule the trip, but wrote to say they
were glad to hear that such an
event was happening, and they
would love to attend the next one
(and there will be a next one... ).
Nine Associates came from neigh-
boringchapters and three of Read-
ing-Lancaster, PA, Chapter’s own
Associates participated, some
driving three to six hours to at-
tend. Carl Belcastro, of Big “Z”
Music Mall, very generously
opened the piano showroom, so
there were many fine pianos on
which to tutor (of course, they
were left in good tune at the end of
the evening). Carl also provided
fortifying refreshments and an at-
mosphere of good cheer.

Before the Associates ar-
rived, the questionnaires were
read, and Reading-Lancaster
RTTs(of which there were more in
attendance than any other meet-
ing in two years) took an Associ-
ate member who had a particular
need under wing. Soon the room
was a buzz with quiet concentra-
tion, the clink of regulating tools,
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Chapter Notes...

and the sharpening and flatten-
ingofnotes on halfa dozen pianes.
The learning process was indeed
electrifying, and the participation
from all quarters was wonderful
to see.

The response was so good,
the Reading-Lancaster Chapteris
already planning the next Associ-
ates Day. But any chapter can
hold a similar event. To coach the
Associates is to strengthen the
trade and the Guild. The expense
is low (printing and mailing), and
therewards are high. Andit wasa
lot of fun too!

Tom Patten

Indiana Chapter

We met in Fort Wayne for
a hands-on experience in prepar-
ing a Yamaha grand for final,
pre-performance voicing. The
piano had been carefully tuned a
few days earlier; now we were
ready to completely knock it out
of tune by seating all the strings
firmly down upon the bridges
and hitch pins. To those in the
church corridors and offices it
must have sounded like a flock
of woodpeckers had been turned
loose in the sanctuary, but we
were as good as our word that
the piano would sound better
than ever.

We learned from Terry
Howard that seating the strings
is the indispensible first step in
a good voicing job. We began as
Yamaha recommends, by
tapping all the strings down
firmly at the hitch pins. Terry
has developed a good set of tools
for all phases of this work, using
sawed-off remnants of old
drumsticks on the strings in the
area of the bridge pins. At the
hitch pins he uses an action
flange screwdriver that no
longer has any sharp edges. For
tapping in bridge pins he uses a
hollow punch similar to a nail
set.

As suggested, the sequence
of the work is important. It is

best to do all the hitch pins first; to
be sure, some, perhaps most, will
not register any change at all —
nevertheless, by this means, you
are making the back of the bridges
more secure against any slight
possibility of the undesired for-
ward tilt or “roll.”

Move forward to the bridge
itself. Using a hollow punch, gently
tap in: the bridge pins; where there
is slight movement you gain an im-
provement in side bearing. A
typical bridge pin moved about
1/64" deeper. If 220 strings were all
lacking 1/64" of side bearing the
loss of string to bridge energy
would be very significant.

Using the dense end grain of
the drumstick material, we tapped
the strings down carefully at the
back and front bridge pins.

Finally, Bill Balmer demon-
strated that a great improvement
in tuning stability can be gained by
carefully tapping downward
against the tuning pin coils to
assure that they are perfectly
compact. A medium-sized screw-
driver serves well for this purpose.
Tuning pin coils may appear snug
in a fine manufactured piano but
there is often room for improve-
ment. Examine the coil very closely
as you tap and you may see move-
ment. This is an area few of us
gave any thought to but there are
some sound mechanical principles
underlying it. Through our experi-
ences with closely crowded strings
directly above the pressure bar in
vertical pianos we discover that
there is friction and holding power
where strings rub together and
hang up in the tuning process. The
principle is applicable to some
degree in tuning pin coils.

This final operation really
put the piano out of tune and Terry
Howard began to tune it again. We
were now ready to watch the Jim
Coleman/George Defebaugh video
cassette on voicing. Their excellent
presentation is a textbook all in
itself. Every aspect and technique
involved in the voicing of new
hammers is explained and demon-
strated. Problems and difficulties

are not glossed over.

At the end of the showing
we were ready to return to Terry
and the Yamaha for his final
voicing refinements. Had it not
been for the greater tonal clarity
and sustaining character gained
through our efforts in tapping
the strings down firmly upon
their bearing points, a great
deal more hammer voicing
would probably have been
indicated. This piano had not
been heavily played upon; only
some scattered resurfacing of
hammers to even out hammer-
to-string contact seemed called
for. Terry proceeded with some
light needling in the middle
sections of the scale. Unlike new
hammers, these hammers had
already been deep needled in the
factory tone regulating work.
After light needling to restore
character and texture to the
tone, Terry listens for a few loud
hammers to mark for deep
needling. The striking surfaces
were given a light suede brush-
ing for a final tonal enhance-
ment. To be sure, these final
touches do not remain long with
a heavily played piano but they
are a great reassurance to the
performer about to begin his
program. Occasional tonal
roughness at the capo bar can at
least temporarily be relieved by
isolating the string or strings
producing the discord, then
carefully moving them a very
small distance to the right or
left to gain a smoother surface
for their upper termination.

We are planning a May
meeting at Bob Rippe’s shop in
the Fort Wayne area. I visited
the Indianapolis Chapter
recently. There is considerable
sadness due to the sudden loss
of Guy McKay. Members of the
Indianapolis Chapter will soon
be visiting the Schaff Piano
Supply Company and Standard
Piano Hammer. They are also
planning a major event in
Indianapolis later this spring.

Ian McLuckie
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Convention Regional Meetings Set

Meet with your regional
vice president and other mem-
bers from your region during
meetings beginning at 10:30
a.m. Monday, July 9 in Dallas.
Highlighting the programs will
be presentation of Chapter
Management Awards. First-
place award-winners, as selected
by the Chapter Management
and Achievement Committee,
will be honored during the con-
vention awards banquet that
evening.

The meetings will provide
an opportunity to discuss issues
concerning the region and its
chapters, as well as an opportu-
nity to receive information about
the status of Guild programs
and activities. Among items to

THE
SOUNDBOARD

To the Soundboard:
Thought you might enjoy
seeing what can be done with an

be discussed will be results of the
board and council meetings.
Regional meetings will be in
the following rooms of the Hyatt
Regency Dallas: Northeast, Reun-
ion A; Southeast, Reunion B; South
Central, Reunion C; Central East,
Reunion E; Central West, Reunion
G; Western, Regency A; Pacific
Northwest, Regency C. A meeting
for non-members will be held at
the same time in the Cascade B
room. Please encourage any
member prospects or those who are
in the process of joining your
chapter to attend this session,
which will be chaired by Guild
President Ronald Berry, RTT.
There will be no Institute
Classes during that time, and the
Exhibit Hall will be closed.

old upright piano when it has
outlived its musical usefulness.
This old “Ann Arbor” upright was
renovated by Charles and Nancy
Meddaugh of Grand Ledge, MI.
Imagine my surprise when he
called me into a back room to tune
his “other piano!”

Frank McKowen

Liability
Limits Raised

Higher liability coverage
limits on the Guild policy offered
through Nowogroski Insurance
Associates will be available at
the November renewal date.
Policy limits are being raised
from $500,000 to $1 million of
coverage.

A booklet explaining the
optional coverage is being
prepared by Nowogroski, and
may be completed in time for
distribution at the annual
convention. If not, the brochure
will be mailed at the November
renewal date. Nowogroski repre-
sentatives will be available in
Dallas to answer your questions
regarding the program.

1990 Directory
Corrections

Roland Bessette

correct address and phone:
5759 Pellan

Brossard, QC J4W 1J2
(514) 465-8076

Larry Boyll
correct phone: (219) 256-1408

Jerry Dirubbo
correct chapter: chapter 021

Daniel A. Evans
correct phone: (714) 830-2496

David Lamoreaux

correct phone and city spelling:
Takoma Park, MD 20912
(301) 431-0785

Bernard Misbin
correct address:
11-A Rothwell Drive
Cranbury, NJ 08512

Marvin Rus
correct chapter and region:
chapter 671, region §

David Severance
correct zip code: 83501

David Tabachnick
correct city spelling:
East Northport, NY 11731
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